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INTRODUCTION 
The primary purpose of this dissertation is to view 
the Faust theme as a type of the wider myth of the descent 
into hell. To this end I have surveyed briefly and at-
tempted to classify earlier descent myths (Chapter I), to 
examine the historical origins of the Faust legend and to 
see in what respects it resembles those earlier descent 
myths, in what respects it differs from them (Chapter II), 
and, finally, to look closely at the major Faust novel of 
twentieth century literature, Thomas Mann's Doctor Faustus, 
in order to see its illumination in terms of the intercon-
nections between the Faust legend and the other strands 
of the myth of the descent into the inferno (Chapter III). 
A great deal of scholarly attention has been focused 
in recent years on the Faust theme, as well as on other 
descent myths. Eliza Butler has considered the Faust legend 
as a type under the larger archetype of the myth of the 
magus in a three volume study, the concluding volume of 
which, The Fortunes of Faust, was published in 1952. To 
the excellent discussion of numerous versions of the Faust 
theme in that third volume, Charles DSdeyan has added more 
recently an even more extensive survey« Le Thfrme de Faust 
dans la littgrature Europgenne. the six volumes of which 
appeared over a period of years from 1954 to 1967. To-
gether these studies obviate the necessity of surveying 
2 
literary works embodying the Faust theme. 
Studies of other descent into hell myths have also ap-
peared, such as Eva Kushner's Le Mythe d'Orphfee dans la 
littlrature francaise contemporaine-^ in 196l, and Carry van 
1 /• 4 
Bruggen's Prometheus in 1946. Charlotte K. Spivack pub-
lished a brief but valuable essay on the descent into hell 
in general, entitled "The Journey to Hell* Satan, the 
Shadow, and the Self,"-* in which stress is laid on the 
psychological implications of the myth. In addition in-
numerable studies of special aspects of particular Faust 
works have been produced, like Harold Jantz's The Mothers 
in Faust» The Myth of Time and Creativity, which relate 
the specific embodiment of the Faust motif to wider mythic 
traditions. 
Above all there has been in recent years a growing 
interest among literary scholars in myth generally, and a 
proliferation of interdisciplinary approaches to the study 
of mythic themes in literature. Among the signs and the 
contributing factors of this interest is the impressive 
series of books on mythology published by the Bollingen 
Foundation during the years of Joseph Campbell's editorship, 
and the wide acceptance of Northrop Frye's Anatomy of 
Criticism.' In the Introduction to his edition of a col-
lection of essays called Myth and Literature. John Vickery 
speaks of myth criticism as "one of the most distinctive 
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trends in contemporary literary study." One of the con-
tributors to this collection, Charles Moorman, speaks of 
myth study somewhat grudgingly as "the logical successor 
to the New Criticism."9 In this Vickery collection the 
great vitality of myth criticism is apparent together with 
its heterogeneity in the widely varying fields and points 
of view of the contributors. 
For my purposes, one essay in Vickery's book is of 
special importance, since it deals with a number of the 
critics and critical problems which I have encountered in 
this study* Stanley Edgar Hyman's The Ritual View of Myth 
and the Mythic. Hyman's earlier account of various 
11 
critical approaches to literary study, The Armed Vision, 
devoted no special section to myth criticism, though he 
discussed a number of books which contain strong mythic 
emphasis under other headings; for example, Maud Bodkin's 
12 Archetypal Patterns in Poetry is included in a chapter 
on psychological criticism. In the more recent essay in-
cluded in Vickery's collection, Hyman traces the ritual 
approach to literary study of myth back to Darwin and to 
E. B. Tylor whose assumptions about myth were basically 
shared by James G. Frazer in The Golden Bough, •* and 
broadened and extended by William Robertson Smith in his 
comparative studies of religion. Hyman traces the same 
impetus through the work of Jane Ellen Harrison, Gilbert 
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Murray, F. M. Cornford, A. B. Cook, Jessie Weston, Rhys 
Carpenter and others, a development which came to be 
called the "Cambridge" or "ritual" approach to literary 
criticism. 
Hyman notes the influence of Freud and of Jung on 
the developing ritual school, as well as its intrinsic 
relationship to anthropology, and he touches upon the 
problem of its relation to history, especially in his 
discussion of three books by Margaret Murray, one of the 
pioneers of the ritual groupi The Witch Cult in Western 
Europe. The God of the Witches, and The Divine King in 
14 England. 
Though Hyman does not resolve the many problems which 
arise in the study of mythic themes in literature, his 
essay makes many of these problems explicit in terms of 
the evolution of the ritual origins school. The central 
problem may well be the complex relationship between myth 
and history as each shapes and is in turn shaped by the 
other. Hyman's discussion helps to create a context in 
which this problem can be dealt with in specific cases. 
For example, Eliza Butler's study of Faust as a continua-
tion of the magus tradition seems to focus too exclusively 
on textual and stage history, and takes into account lit-
tle of the political and religious warfare amidst which 
the Faust myth came into being. On the other hand, the 
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British historian, H. R. Trevor-Roper, who has provided 
the most thorough-going account of precisely this political 
and religious warfare * barely mentions Faust, though I 
have tried to take advantage of his brilliant and lifelike 
recreation of the historical situation in my discussion of 
the rise of the Faust myth. 
In the same year as Vickery*s book appeared, the 
Tulane Drama Review carried a short essay by Michael 
Anderson which has profound consequences for the ritual 
origins school of myth criticism. In Dionysus and the 
Cultured Policeman. Anderson argues that the entire 
structure of the Cambridge school rests for its key in-
spiration upon Nietzsche's intuition of the genesis of 
Greek tragedy from the dithyramb in The Birth of Tragedy 
17 
out of the Spirit of Music. ' Anderson says, 
It is surprising how few of the critics of the 
Cambridge school point out that the whole emo-
tional response to the idea of tragedy-as-ritual 
is influenced in a large measure by Nietzsche's 
Birth of Tragedy. . . . Jane Harrison calls her-
self a 'disciple' of Nietzsche: when she points 
to the distinction between the Olympian and the 
Dionysiac type of god, she calls it 'a difference, 
the real significance of which was long ago, with 
the instinct of genius, divined by Nietzsche.'1" 
Nietzsche's insight, Anderson continues, is in turn largely 
an application of Schopenhauer's theory concerning the im-
portance of the aesthetic experience, to the youthful 
Nietzsche's own enthusiastic admiration for Wagner's music. 
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"Nietzsche has taken the early history of tragedy, more or 
less as it was to be found in the nineteenth-century text-
books, and grafted on to it theories deriving from 
Schopenhauer and Wagner," Anderson maintains, adding that 
the virtue (or danger) of Nietzsche's work comes "from the 
power with which he visualizes, synthesizes, and emotion-
alizes his subject, so as to produce a distinctively new 
vision of the nature and function of tragedy." Further-
more, Nietzsche believed that nations other than Greece 
were capable of finding "Dionysiac" wisdom and energy em-
bedded in their own mythic culture, and that, Anderson 
says, "out of the Teutonic mythology a tragedy no less 
vital than that of the Greeks is capable (indeed, hints 
19 Nietzsche, on the point of; emerging." 7 
Anderson's argument is important for myth criticism, 
strongly suggesting as it does the intuitive ground for 
what has acquired through time and a dignified scholarly 
usage the appearance of scientific objectivity. But it 
is especially important for Faust studies, not merely be-
cause many scholars who have dealt in important work with 
the Faust theme have been profoundly influenced by the 
Cambridge school, but because in the person of Nietzsche 
himself we have a living example of the rich and paradoxical 
interrelationship of myth and history. Thomas Mann himself 
remarked that there was so much Nietzsche in Doctor Faustus 
7 
that it has been called a Nietzsche novel. 
Nietzsche was a soul "driven forward into pathless 
wastes," Mann said of him later, "like the Alpinist who 
climbs too high among the glacial peaks until he reaches 
the point of no return where he can move neither forward 
20 
nor backward, he overreached himself." In the tragedy 
of the Second World War, which in part at least the 
ideas of Nietzsche may have helped to set in motion, our 
generation has lived through the fusion of myth and his-
tory, as studies like Neil Kleinman's The Dream That Was 
21 No More A Dream and Peter Viereck's Metapolitics. 
22 
The Roots of the Nazi Mind make us aware. Our chil-
dren have grown up in "the cold war" over which the 
threat of nuclear catastrophe hovers like the inevitable 
fulfilment of the alchemist's dream. 
The Faust theme is the peculiarly modern form of the 
myth of descent into hell, the myth of technology, of a 
radical dissociation between man and his environment, of 
the death of warmth and trust in human relationship, of 
the threat of annihilation. As Mann demonstrates, the 
Faust legend carries within it the idea that some evil is 
beyond merely human evil, and that if there is hope, it 
lies outside human power as well. 
8 
FOOTNOTES 
1E, M. Butler, The Myth of the Magus. 1948: Ritual 
Magic. 1949J The Fortunes of Faust. 1952. (Cambridge 1 
The University Press). 
o 
(Paris » Lettres Modernes). 
3(Paris: A. G. Nizet). 
(Amsterdam1 G. A. Van Oorschot). 
5The Centennial Review. Vol. IX, No. 4 (Fall 1965); 
pp. 420-437. 
(Baltimore: Johns Hopkins Press, 1969). 
'(Princeton, N.J.i Princeton University Press, 1957)* 
Q 
(Lincoln, Nebraska: University of Nebraska Press, 
1966), p. ix. 
Q 
^Myth and Medieval Literature: Sir Gawain and the 
Green Knight, pp. 171-186. 
100p. cit.. pp. 47-58. 
i;L(New York: Random House, 1955)* 
12(0xford: The University Press, 1934). 
13(New York: Macmillan, 1922; new edition 1963). 
14 
The Witch Cult in Western Europe. 1921? The God of 
the Witches. 1931 (publ. by Sampson and Low, Marston and 
Co., Ltd.; reissued by Oxford University Press, 1952, 
Paperback by Oxford University Press, 1970). The Divine 
King in England (London: Faber and Faber, 1954). 
*The European Witch-Craze of the Sixteenth & Seven-
teenth Century (New York: Harper and Row, 1967). 
l6Vol. II, No. 4 T36 (1965-66)1 pp. 98-104. 
* 
'The Birth of Tragedy and The Genealogy of Morals, 
trans, by Francis Golffing (New York: Anchor Books, 1956). 
1 g 
Anderson, op. cit.. pp. 100-101, 
19Ibid.. p. 101. 
20 
"Nietzsche's Philosophy in the Light of Recent 
History" in Last Essays (New York; Alfred Knopf, 1966), 
p. 143. 
21With Bill Kinser (New York; Harper and Row, 1970). 
22(New York: Putnam & Sons, 1965). 
10 
CHAPTER I 
EARLIER MYTHS OF DESCENT INTO HELL 
World literature abounds in heroic descents into the 
underworld. These journeys can be seen as a single facet 
of the archetypal heroic cycle described by Joseph Campbell 
in The Hero With A Thousand Faces. The archetypal hero 
goes through several well-defined phases, Campbell points 
out: the call, by which he is notified in some often 
mysterious way that he has been chosen for a special des-
tiny; the setting forth, or the crossing of the first 
threshold; the encounter with marvellous forces or per-
sons in some "other world," in which the hero frequently 
enjoys the assistance of a magical guide; the re-crossing 
of the threshold back into the everyday world where, if 
he is successful, the hero is reintegrated with his so-
ciety. In many stories the hero returns in some humble 
guise, and his true stature is revealed to his countrymen 
by an act of heroism (like the stringing of the great bow 
in the Odyssey, or the successful climbing of the glass 
mountain by the youngest son in the fairy tale). 
The "other world" into which the hero goes may be 
apocalyptic or demonic, to use a distinction made by 
Northrop Frye, his guide may be sinister or kindly, and 
the forces which he encounters in the other world may be 
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primarily benign, life forces, or they may be demonic 
forces of death and evil. It is when part or all of the 
journey of the hero is to the realm of death that his quest 
is described as a descent into hell. 
Initially these accounts are so varied and so numerous 
as to appear to defy classification, and indeed each re-
tains its own particular character and charm though sub-
jected to generalization. Still it is possible to make 
certain distinctions among descent into hell myths. Even 
in those myths in which the topography is similar, there 
are striking differences in the motivation of the heroes. 
I have distinguished for present purposes three gen-
eral types of descent myths: a) Prometheus-Orpheus-Christ 
myths, in which the motive of the hero is altruistic: he 
descends into the underworld in order to rescue or liberate 
someone else, b) Odysseus-Aeneas-Dante myths in which the 
motive of the hero is positive but largely personal: pro-
tagonists of these stories receive enlightenment in the 
marvellous world, but it is enlightenment directed toward 
the achievement of their own personal goals. Thus Odysseus 
learns from Teiresias how to return to Ithaca, Aeneas learns 
from Anchises how to achieve the foundation of Rome, Dante 
is led by Virgil through hell because his way to the shining 
mountain is blocked by the three beasts, c) The Faust myth 
in which the motive of the protagonist is evil, both with 
12 
respect to himself and to others. To some extent the Don 
Juan theme belongs in this category also, and Denis de 
Rougemont has shown the demonic nature of the machinations 
of the "fatal man."2 
Before each of these classes of descent myths is 
discussed in detail, it should be said that there are two 
myths which might be said to form a fourth class, so 
closely related are they to those we have already men-
tioned, yet which cannot quite be called "descent myths." 
These are the Babylonian Gilgamesh legend, and the Genesis 
account of Adam and Eve. 
These two myths are curiously similar, even in some 
of their graphic details: the tree of life in the middle 
of the cosmic sea in the Gilgamesh story corresponds to 
the tree of the knowledge of good and evil at the center 
of the garden in Genesis. The serpent which tempts Eve 
corresponds to that which defrauds Gilgamesh of the chance 
to live forever by consuming the branch of the tree of life 
while the exhausted hero sleeps. The cosmic sea and the 
paradisial garden, the two environments in which the mythic 
trees exist, may be seen as signifying two different levels 
of consciousness, or perhaps, to use a contemporary psycho-
logical concept, two different systems of personal space 
in which the fateful encounter takes place: the garden 
suggests domesticated nature, nature already subjected to 
13 
forms proportioned to human needs, while the world sea is 
untamed nature, more threatening and overwhelming to man. 
The two myths are related in more fundamental ways 
than even these striking graphic details. The issue in 
each case is death, though in the case of Gilgamesh the 
quest was to gain immortality through the branch of the 
tree of life, whereas Eve is banished from the garden and 
doomed to die as punishment. Her quest was to become like 
the gods in knowledge, not in immortality. Both Gilgamesh 
and Eve must eventually die, but in the immediate fore-
ground of each story is a banishment to the everyday world 
of work, sweat, suffering, not a banishment to the under-
world. Gilgamesh and Eve may be said to represent a class 
of mythic protagonists who descend into a terrestrial hell 
which is ironic. 
It is characteristic of the ironic mode that hell is 
depicted as the everyday world seen in its most destructive 
and ruinous aspects. The hell of Sartre's No Exit is a liv-
ing room without doors and peopled by three humans perfectly 
designed to torture and frustrate each other. In his "in-
ferno" period, Strindberg's plays often depict people so 
caught in sado-masochistic systems that they are living 
dead. In One Flew Over the Cuckoo Nest, an ironic hero 
defies the terrible guardian figure, Big Nurse, in a mental 
institution. In The Painted Bird the brutality of the 
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adult world seen through the eyes of a child rivals the 
lowest circles of Dante's hell, though the characters in 
the story are alive. Such literary pictures of ruin, 
chaos, vice and decay are ironic delineations of hell to 
which the living are consigned, and which often make use 
of extensive allusion to literary representations of the 
hell of the dead and the damned. 
Since the present study is concerned with earlier 
mythic instances of descent into hell, rather than ironic, 
it is appropriate that we now proceed to the discussion of 
the three types of descent heroes who go into a literal 
underground. 
Prometheus. Orpheus, and Christ 
Prometheus 
The rival Titan god who befriends mankind is important 
for the Faust myth since the element of intellectual pride 
and disobedience attributed to Prometheus come, in the later 
Faust myth, to be attributed to a human under the influence 
of the devil. 
The Prometheus^ of Aeschylus, in the incomplete form 
in which it has survived, recounts the conflict between 
Zeus and the Titan Prometheus occasioned by Prometheus' 
generosity to the human race. The fire which the Titan 
stole from heaven to bestow on mankind is a kind of 
15 
synechdoche for a host of gifts attributed to him: lan-
guage, reason, science, art--in short, all that distin-
guishes man from beast. Zeus is angered because Prome-
theus has acted counter to his wishes, Zeus having decided 
to destroy man as unsatisfactory, and fearing that man 
benefited by the gifts of Prometheus, may become equal to 
the gods. 
Prometheus has been compared to the serpent in Genesis 
and to the dragon against whom the angel Michael fought in 
4 Revelations, by Walter Headlam in a brief note in the 
Classical Quarterly. Headlam suggests that Prometheus is 
a personification of the great qualities that make Man 
unique, and that cause him to aspire to a state higher than 
God intended him to attain. In Genesis, Headlam points out, 
the wily serpent is also cursed in what is the earliest of 
such beast-fables on record, this one explaining why the 
serpent crawls on the ground, and why he is hostile to man. 
But in Greek lore many of these beast tales are associated 
with the name of Prometheus. 
The Prometheus of Aeschylus claims that all human arts 
were due to him, that before his assistance man lived 
miserably in caves, until he gave them "mind and reason and 
the power of thought." Perhaps fire became the single 
symbol for the multiple gifts because it signified a major 
transition from the stone age culture to a level marked by 
16 
the ability to mine and work metals of some kind. Certainly 
fire is connected with the punishment of Prometheus, since 
Zeus is said to have struck him with a lightning bolt there-
by sending him into the cleft in the mountain. Fire is 
associated with the banishment of Adam and Eve in Genesis 
in the Cherubim at the east of the Garden of Eden with the 
flaming sword which turned every way to guard against their 
return. 
As Headlam suggests the fallen Titan has affinities 
with the serpent in the garden in Genesis, and with the 
dragon who fought against the loyal angels in Revelations. 
Carry van Bruggen links Prometheus with the Medieval devil, 
speaking of them as "opposition figures."^ And it is re-
markable that this towering figure inhabits the lowest 
regions of the classic descriptions of the underworld, even 
in Homer where the emphasis is on death rather than on 
punishment. As Thor and Odin deteriorate in Old Norse 
Literature from gods of great majesty and power to fiends 
and soul-stealing devils, so Prometheus evolves from the 
glorious Titan to the satanic figure which dominated the 
imagination of the period in which Faust was to come on 
the scene. As Lucifer in Milton's poem he is cast down 
into the lake of fire; as Prometheus he is "unbound" in the 
Romantic version of Shelley. 
The figure of the winged serpent appears also in China 
17 
as the dragon who inhabited the north-west end of the world 
and whose waking and sleeping determined night and day,' 
and in Quetzalcoatl in Central America who was associated 
with the god of fire, Xiuhtecuhtli, and to whom an endless 
o 
stream of human sacrifice had to be offered. Egypt too 
had its sacred serpent, the uraeus, which replaced the eye 
of Horus after it had been torn out by Seth (Typhon). 
The hell into which Faust plans to descend centuries 
later is prepared for him in mythic terms by many factors. 
One author who offers a survey of world mythology showing 
common features in the imaginative representation of hell 
to be fire, a location under the earth, and the presence 
of a dragon or serpent, is Immanuel Velikovsky. 
That this terrible dragon or winged serpent may ap-
pear in the myths of many peoples neither by accidental 
similarity nor by "influence" of one culture on the other, 
is suggested in a study of world history and world mythology 
by Immanuel Velikovsky, World's in Collision. Whether the 
catastrophe theory put forth in this volume (and further 
documented in two subsequent books, Earth in Upheaval and 
Ages in Chaos ) is scientifically vindicated eventually 
or not, students of mythology can only be grateful to the 
author for the enormous erudition and world-wide perspective 
which he brings to his subject. Velikovsky identifies the 
fiery serpent with a comet which "disrupted the visible 
18 
movement of the sun, caused a world conflagration, and be-
12 
came the Morning-Evening Star." Evidence for this theory, 
Velikovsky claims, "can be found not only in the legends 
and traditions, but also in astronomical books of the 
ancient peoples of both hemispheres." •* 
Velikovsky makes sense of astrological features in 
ancient religions which 6£herwise seem mere poetry, and he 
offers an explanation for records and traditions in the 
distant past of peoples the world over which otherwise seem 
miraculous or nonsensical. For the immediate purposes of 
this study, his importance lies in offering an explanation 
for the original descriptions in Greek and Hebrew lore of 
the fall of a fiery dragon and its banishment under the 
earth, since the nature and properties of the Medieval 
devil evolve out of these early impressions. 
Venus is not mentioned in the most ancient of astronomi-
cal records as one of the planets, Velikovsky observes, and 
he offers a superabundance of evidence to support this 
statement. To mention only one source, he quotes E. F. 
Weidner's Handbuch der babylonischen Astronomie. which says, 
"the planet Venus receives the appellative: 'The great 
star that joins the great stars,' The great stars are, of 
course, the four planets Mercury, Mars, Jupiter and Saturn 
14 
. . . and Venus joins them as the fifth planet." The 
events recorded in the book of the Exodus in the Old 
Testament—the sun standing still, the Red Sea parting, 
19 
the plagues, the period of darkness—Velikovsky connects 
with the world conflagration associated by the Greeks with 
Phaethon and who, according to Hesiod and later also ac-
cording to other writers, was struck by a thunderbolt by 
Jupiter and then transformed into a planet. ^ 
Before Venus became a planet, Velikovsky asserts, it 
was a comet whose orbit twice came so close to earth as to 
cause serious disturbances, and it had a long and fiery 
16 
tail. The ancient Mexican records report that the sun 
was attacked by Quetzalcoatl ("the well-known name of the 
planet Venus" ') after the disappearance of this serpent 
shaped heavenly body, the sun refused to shine. For four 
days the world was deprived of its light, a great many 
people died. Then the snakelike body was transformed into 
a great star. "The Morning Star appeared for the first 
time following the convulsions of the earth overwhelmed by 
a deluge. . . . This serpent is adorned with feathers: 
that is why it is called Quetzal-cohuatl, Gukumatz or 
Kukulcan." The feather arrangement of the monstrous 
19 
serpent "represented flames of fire." 7 
The lightning bolt of Zeus, Velikovsky suggests, could 
have been the enormously powerful electrical exchange which 
passed between earth and the head of the comet when it came 
near enough to the earth, and the birth of Venus he decides 
20 
after long discussion is represented by the Greeks as the 
20 
springing forth of Athena from the head of Zeus. 
Since Venus is said to have broken off from Jupiter, 
or in some cases to have come out of the same area in the 
sky as Jupiter, mythology represents Jupiter as casting 
the dragon-like comet under ground. Such cosmic battles 
are represented in many different ways in different 
mythologies: in the Gilgamesh epic, the battle is between 
the planet-god Marduk and Tiamat, in Greek between Zeus 
and the Titans. In Philo's On the Eternity of the World.2 
the author speaks of cyclic visitations of fire and water, 
descending on earth at long intervals: "When the agent 
is the conflagration, a stream of heaven-sent fire pours 
out from above and spreads over many places and overruns 
22 great regions of the inhabited earth." The peoples 
thought, because fire still appeared in places, and be-
cause the earth rumbled for many years, that "the fiery 
dragon that had been struck down had descended underground 
and was groaning there." •* Velikovsky refers to Strabo's 
account of the battle between Zeus and Typhon "who, they 
add, was a dragon, when struck by the bolts of lightning, 
24 fled in search of a descent underground." 
This underground dragon Typhon, is also identified 
with the Egyptian evil deity Seth. Velikovsky speaks of 
the priests of Iran who worshipped the fire that came out 
21 
of the ground, the followers of Zoiocaster who are called 
fire-worshippers, and the fire of the Caucasus which was 
described by Ovid. He notes that the legend of Prometheus 
is connected with the Caucasus. * What is suggested by all 
this, I think, is that the notion of hell being under the 
earth, being a place of fire and of punishment, is not 
peculiar to Hebrew, Christian, and Greek mythology but is 
far more universal. And that, furthermore, it may have an 
objective basis in historical fact. 
The literary elaboration of this fire imagery is both 
apocalyptic and demonic, according to Northrop Frye. 
Hence in apocalyptic symbolism we cannot confine 
man only to his two natural elements of earth 
and air. In going from one level to the other, 
symbolism must, like Tamino in The Magic Flute, 
pass the ordeals of water and fire. Poetic 
symbolism usually puts fire just above man's 
life in this world, and water just below it. 
Dante had to pass through a ring of fire and 
the river of Eden to go from the mountain of 
purgatory, which is still on the surface of our 
own world, to Paradise or the apocalyptic world 
proper. The imagery of light and fire surround-
ing the angels in the Bible, the tongues of flame 
descending at Pentecost, and the coal of fire 
applied to the mouth of Isaiah by the seraph, 
associates fire with a spiritual or angelic world 
midway between the human and the divine. In 
Classical mythology the story of Prometheus in-
dicates a similar provenance for fire, as does 
the association of Zeus with the thunderbolt or 
fire of lightning.26 
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The fire element in the Prometheus myth is harked 
back to in the alchemy of the Faust legend. In addition 
there is the triangular relationship of a punishing and 
disapproving god, an opposition figure, and the humankind 
who has been aided by the opposition figure. This tri-
angle is repeated in the Faust legend with the Christian 
God, Mephistopheles (one of the fallen angels), and Faust, 
a representative of mankind aspiring to heights that God 
had not intended. 
The Olympian smithy has its counterpart in the 
witches* kitchen of the Faust legend. Fire is the primary 
tool which allows the divine craftsman to work precious 
metals, and in it is seen the magical ability to trans-
mute one kind of thing into another. That guilt has al-
ways been associated with the working of precious metals 
is suggested by Chaucer in The Former Age when he speaks 
of an age of innocence before men had grubbed metal out 
of the ground, and it is explained in Freudian terms by 
27 Norman 0. Brown when he identifies moneji dirt, and feces. ' 
Frye links the burning bush, the "rosy cross," and the 
glowing city of the Apocalypse with the fire of his "apoca-
lyptic" imagery. This suggests an explanation for the 
otherwise paradoxical connection between the radiant and 
benign fire above the earth with its dark counterpart 
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below: the fire of the halo and of the Transfiguration in 
relation to the fire of the Inferno. The sun-god worshipped 
as Apollo in its day-time aspect was also viewed in the 
ancient world as the black sun of the zodiac in its night-
time aspect, and seen as going down each night into the 
bowels of the earth. Frye points out the correlation be-
tween the two realms of fire: 
The identification of the city with fire explains 
why the city of God in the Apocalypse is presented 
as a glowing mass of gold and precious stones, each 
stone presumably burning with a hard, gemlike flame. 
For in apocalyptic symbolism the fiery bodies of 
heaven, sun, moon, and stars, are all inside the 
universal divine and human body. The symbolism of 
alchemy is apocalyptic symbolism of the same type: 
the center of nature, the gold and jewels hidden 
in the earth, is eventually to be united to its 
circumference in the sun, moon, and stars of the 
heavens; the center of the spiritual world, the 
soul of man, is united to its circumference in God. 
Hence there is a close association between the 
purifying of the human soul and the transmuting 
of earth to gold, not only literal gold but the 
fiery quintessential gold of which the heavenly 
bodies are made.28 
This connection between the two realms of fire helps to 
explain the religious rites of purification which were pre-
scribed in even the most patently mendacious magic books in 
which Faust's name came to be exploited for finding treasure 
or forcing evil spirits to produce quantities of gold; the 
devotee was advised to fast and to pray, to clothe himself 
in clean vestments, and confess his sins before undertaking 
the invocation of the spirits who were to secure his fortune. 
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Alchemical transformation has both a physical and a 
spiritual aspect in Yeats' Sailing to Byzantium where the 
poet calls upon the "sages standing in God's holy fire" 
to teach his soul how to be transformed into "the artifice 
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of eternity." * Mircea Eliade also speaks of the alchemists 
seeking to obtain a "divine body" which is absolutely 
spiritual, or to change the natural body into a body that 
30 is perfect.-' Anyone familiar with the tortured "inferno" 
period of Strindberg knows how closely alchemy was united 
for him with his occult spiritualism and his desire for 
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spiritual transformation. I think the Prometheus com-
ponent of the Faust tradition goes far to explain why 
Faust had to invoke the outcast spirit of the underworld 
in order to achieve both the physical and the spiritual 
aspects of this transformation. In the final chapter of 
this dissertation, I will deal with the central issue of 
Thomas Mann's Doctor Faustus as a desire for alchemical 
transformation in the realm of art. 
Orpheus 
The Orpheus theme is important for the Faust theme, 
especially for the version of Thomas Mann, because Orpheus 
was a musician whose music had magical powers, and because 
his motive for entering the underworld is to save another 
person whom he loved. As musician, Mann's hero is an 
Orpheus figure; as a Faust figure forbidden to love, and 
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as a neurotic incapable of love, Adrian is an ironic 
counter to Orpheus. 
The origins of Orpheus are confused: he is sometimes 
said to be the son of Apollo, sometimes of Oeagrus, a river-
god. His mother may have been one of the muses, Polyhymnia 
or Calliope. Still other legends connect him with the 
musician, Thamyris, attributing his birth to an incestuous 
relation between Thamyris and his daughter, Menippe. One 
famous episode connects him with the journey of the Argonauts 
on whose voyages Orpheus served as musician to quiet the 
sea, give the oarsmen rhythm, and restore the serenity of 
the crew. 
Another tradition recounts his journey to the under-
world to bring back his wife Eurydice. On this journey too 
his music figures as a magic spell to lull the guardians of 
the underworld, and even to charm the gods themselves so 
that the souls of the damned are briefly relieved of their 
torment. Hades and Persephone agree to release Eurydice 
(who died after having been bitten by a poisonous snake 
near a river), but only on condition that she follow Orpheus 
who is not to look back. He is about to leave the dark 
realm and step into the light when, suddenly feeling ter-
rible doubt, he looks back only to see his wife die once 
more, and change back again into a shade. 
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Even in connection with the Argonauts Orpheus has con-
nections with the demonic world. He had been initiated 
into a secret religion the object of whose worship was a 
strange group of gods called the Cabeiri, pure demons with 
immense power, who could be named only with extreme cau-
tion. When the Argo landed at Samothrace, he persuaded 
the Argonauts to undergo initiation also in order to gain 
for the expedition the protection of these barbarous 
33 gods. J 
The death of Orpheus, like his descent into the under-
world, links him with Osiris, and, as Frazer shows, with 
many vegetation deities. Like Dionysus, Orpheus is as-
sociated with Thrace, and he is supposed to have been torn 
apart by Bacchic maidens, according to some accounts be-
cause he had surrounded himself with youths after the loss 
of Eurydice and thus had no further relations with women. 
Another source suggests that Orpheus had founded a secret 
society upon his return from the underworld, composed only 
of men to whom he revealed the secrets he had learned on 
his journey and that women were excluded. "One evening, 
when the men were all with him, having left their arms at 
his gate, the women kept watch, then took the arms and 
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massacred Orpheus and his faithful followers."-' After the 
women had torn Orpheus' body apart, they cast the pieces 
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into a river where they floated out to sea. The head, 
which continued to sing, and the lyre of the poet floated 
as far as Lesbos where the inhabitants built a tomb for 
them. 
If the women who killed Orpheus were, as some ac-
counts claim, Bacchic maidens, they were worshippers of 
Dionysius who is also supposed to have gone into the under-
world to bring back his mother, Semele. Like Osiris, his 
Egyptian counterpart, Orpheus became the center of a 
religious cult dedicated to the secret practice of rituals 
designed to ensure entrance into the Land of the Blessed. 
In The Golden Bough Frazer describes at length the 
ceremonies honoring Osiris, the son of Geb and perhaps the 
grandson of Atum, who was regarded as the lord of the dead, 
of floods, and of fertility. In Egypt he came also to 
represent royalty and to account for the royal succession 
of kings, since his annual death and renewal was identified 
with the transference of power from the dead king to his 
sons. ^ Like Tammuz, a Sumerian-Babylonian vegetation 
god,-' and Kore, Osiris dies, is hunted and lamented by a 
loved one, and finally rises to life again. The search of 
Demeter for Kore became the focus of the Mysteries at 
Eleusis, as Kerenyi has shown.-'' The pieces of the dis-
membered body of Osiris were analogous to the seeds sown 
on the Nile delta, and to the life-giving waters which 
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caused the seed to sprout at the same time. Frazer de-
scribed bas-reliefs in the great temple of Isis at Philae 
showing the dead body of Osiris with stalks of corn 
springing from it, while a priest waters the stalks from 
a pitcher which he holds in his hand. The inscription 
reads, "This is the form of him whom one may not name, 
Osiris of the mysteries, who springs from the returning 
waters. 
Virgil's account of the Orpheus myth at the end of 
the Georgics conveyed the story into the Latin tradition; 
Ovid and Boetheus tell it also, and it emerges in the 
Medieval world as the story of Sir Orfeo in which the 
"underworld" is replaced by the mysterious forest land of 
the fairies.-'" 
Like Zeus, Osiris was married to his sister, and like 
Prometheus Osiris is credited with the origin of many arts 
and skills helpful to mankind, though Osiris is identified 
especially with agriculture. In alluding as he does to the 
Orpheus myth, Mann may very well intend to conjure up the 
incestuous and homosexual overtones which the myth sug-
gests, particularly if the connection of Orpheus with 
Osiris is emphasized. This could well have been prominent 
in the author's thinking since he had just completed years 
of intensive work on Egyptian mythology for the Joseph 
novels before taking up work on n<v**r>y Faustus. There is 
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the suggestion of sodomy in the skimpy accounts of the 
historical Faustus, as we will see, but the theme of in-
cestuous fantasy in Mann's story may come in part from the 
Orpheus element in the myth. 
Christ 
Though some apochryphal writings (like the Gospel of 
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Nicodemus from the second century; mention the descent of 
Christ into hell, none of the four canonical Gospels does 
so. However, St. Paul provides the single New Testament 
source which St. Thomas uses in the Summa Theologica for a 
direct affirmation that Christ descended into hell: "Now 
that he ascended, what is it, but because He also descended 
first into the lower parts of the earth?" And St. Thomas 
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notes, "and a gloss adds: 'that is—into hell.'" 
There are even some New Testament texts which seem to 
present difficulties, some of which St. Thomas deals with 
in the Question in the Summa dealing with Christ's descent 
into hell. For example, Luke records the words of Christ 
on the cross addressed to the good thief: "This day thou 
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shalt be with me in paradise." St. Thomas regards the 
descent into hell so much as a matter of faith that he 
solves this problem by saying that the thief does enjoy 
the paradisial presence of Christ, which is the essence of 
beatitude, though he accompanies Christ into hell, ascend-
ing to heaven with Christ only later. There is also a 
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text in Luke when Christ is instructing people about God 
and about life after death where he says, "For he is not 
the God of the dead, but of the living: for all live to 
43 him," J which would seem to distinguish Christ from Orpheus 
and Osiris whose cults were preoccupied with death. Never-
theless, a strong tradition, perhaps under the influence of 
Orphic cults in the Mediterranean world, grew up and at-
tained the status of an article of faith by the Middle 
Ages, that Christ descended spiritually into hell while his 
body lay in the tomb from Good Friday to Easter Sunday. 
The earliest extant versions of the Christian creed 
make no mention of this descent. Neither the Latin Creed 
of Rufinus (which dates to about A.D. 404) nor its somewhat 
earlier Greek original includes such a reference. The 
Niceno-Constantinopolitan Creed (quoted here in English 
from the original Greek) reads " . . . and was crucified 
for us under Pontius Pilate, and suffered and was buried, 
and rose again on the third day according to the Scriptures 
and ascended to the Heavens, and sits at the right hand of 
44 the Father. . . . " This version was, it is believed, 
composed by the Council of Nicea in 325t and ratified by 
the Council of Constantinople in 381. 
However, in the so-called Apostle's Creed the phrase" 
"descended into hell" is inserted before the "on the third 
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day rose again from the dead, ascended to the heavens." 
This creed, which was to become the most widely used 
formulary in the Western Church and which was a later 
variant of the Latin text of Rufinus and its earlier Greek 
form, reached its final shape in southwestern France in the 
late 6th or 7th century. Kelly (in his book Early Christian 
Creeds) remarks that this versions differences from its 
original were either "commonplaces like the addition of 
'creator of heaven and earth' and 'catholic,'" or the 
introduction of ideas popular in medieval piety such as 
4*5 
"the descent into hell and the communion of saints." J 
That the likeness of Christ to the heroes honoured in 
the Orphic and Dionysian mysteries was perceived very 
early is evidenced by the fact that there were heretical 
sects among the early Christians who combined Orphic 
rituals with Christian worship, as both Frazer and Eliade 
note. Jung points out the etymological connection between 
the notion of cave and stable in a context which suggests 
likeness between Christ and the vegetation deities. Christ 
is born in a stable, buried in a cave, that is, in a grave 
hewn out of rock. Many accounts of mystery-ritual initia-
tion include the resting of the initiate in a dark cave or 
tunnel, sometimes after imbibing a hallucinogenic liquid. 
Communion rituals in Christian worship also have close 
similarities to the grain and grain-derived fluid used in 
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the Eleusinian mysteries described by Kerenyi, and to the 
rending and devouring of the sacrificial king (whether 
physically or in mime) described by Frazer. In a chapter 
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on the "dual mother" in Symbols of Transformation. Jung 
shows how the old mystery and fertility religions connected 
the idea of the holy with the cave, the spring, the volcano: 
in short the "chthonic" aspect of the old religions. These 
openings in the ground were regarded as openings into the 
world of the gods and goddesses of the dead, hence temples 
and shrines were often built over or near such natural 
openings. It is this "chthonic" religious sense that 
D. H. Lawrence invokes in his poem "Snake" which centers 
on the poet's image of a banished king of the underworld, 
a beautifully colored and designed serpent, gliding out of 
a "cleft" in the wall, to drink at a natural spring, and 
47 there is even a smoking Mt. Aetna in the background. 
In Frazer's account of the rituals honoring the vegeta-
tion gods, he speaks of the ambivalence of lamentation and 
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celebration centered on the corn god's effigy. The 
Christian scripture uses the same themes of birth, death, 
and resurrection in figures taken from planting grain, 
harvesting, fruitfulness, and leaven. 
In Medieval mystery plays, the harrowing of hell was 
a prominent feature, and it still figures in the liturgy 
of the Eastern Church where a feast day in honor of Saints 
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Adam and Eve is still celebrated, in accordance with the 
tradition that they were among those just souls released 
from hell by Christ. This "harrowing of hell" was 
assimilated to Faust when his story became popular, al-
most as though Faust came to take over this "dark" aspect 
of Christ in the imagination of the late Middle Ages. 
Odysseus. Aeneas, and Dante 
The theme of descent into hell as it is developed 
in the tradition from Homer to Virgil to Dante has a 
close relation to the Faust myth which may at first seem 
to be primarily negative. Yet the fear of death which 
afflicts the heroes of these stories, and the character-
istics of the underworld into which they descend relate 
them positively to Faust, just as the difference in motive 
relates them negatively or by way of distinction. Further-
more, as we shall see in the third chapter of the present 
study, though Doctor Faustus reflects the Odysseus-Aeneas-
Dante themes only peripherally, the novel of Mann which 
could be called his World War I Faust hovel, The Magic 
Mountain, reflects a very high degree of development of 
this aspect of the descent into hell myth. 
A second class of descent myths is constituted of those 
heroes who descend into the underworld for largely personal, 
though not evil, motives. Of these Odysseus, Aeneas, and 
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Dante are good examples and of course they stand in a line 
of direct and conscious literary descent. All three of 
these heroes return to the everyday world after their 
marvellous adventures, and each enjoys, to counterbalance 
the dark underworld scene, a vision of splendid beauty. 
In the Odyssey, this beatific scene occurs in Phaeacia, 
the land of the blessed. In the Aeneid the blessed are in 
the underworld but in a place separate from that in which 
the bad souls are being punished: Elysium in which good 
souls enjoy their rewards and in which Anchises projects 
for his son a vision of the future glory of Rome. In the 
Commedia, the beatific vision stands at the conclusion of 
the poem, separated by a great distance from the inferno. 
In other words, all three of these works deal not only 
with the descent into the underworld, but also with the 
hero's experience of some apocalyptic or (especially in 
the case of Dante where the Christian consummation of the 
poem adds a new dimension) heavenly enlightenment. Virgil 
and Dante give to both demonic and apocalyptic experiences 
an explicitly visionary quality: Dante speaks of the en-
tire experience as a vision, and, as Geza Roheim points 
out, 9 among the figures who hover around the entrance to 
the underworld in the Aeneid. together with War, Famine, 
and Plague is Sleep. Furthermore, it is from the mysteri-
ous twin gates of ivory and of horn, from which, Virgil 
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says, true and false dreams emerge, that Aeneas issues after 
his journey to Avernus. Roheim interprets this to mean that 
Book VI recounts a dream-vision experience. Frazer's dis-
cussion of the passage in The Golden Bough suggests that 
the magical branch had a herbal purpose: it is garnered in 
the forest during the search for the right kinds of wood 
for the byre of Aeneas' dead comrade, and it may have 
figured in a potion to be drunk so that the soul of Aeneas 
could gain access to the underworld when it opened up to 
receive the soul of the dead comrade. 
Although Homer does not make explicit the dream-vision 
character of Odysseus' sojourn on Scheria, I think there is 
reason to believe that Homer's audience would at once have 
understood many of the marvellous elements in the story as 
having taken place at some altered level of consciousness, 
as belonging to what came to be called the dream vision ex-
perience. In such a matter-of-fact study of the geography 
of Odysseus' journey as that of Ernie Bradford, Ulysses 
Found, the very language used to describe Circe's direc-
tions to the hero for gaining the place at which the descent 
into the underworld was to be effected, suggests a never-
never land rather than a real geographic place. Circe di-
rects Odysseus to "a rock" where "two roaring rivers meet" 
which he will find after he has cut across "the river of 
Ocean." Bradford locates this place at the Western end of 
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the Mediterranean near the Pillars of Hercules, an area 
which, the author says, was known to Homer's contemporaries 
only as a land of faraway myth and mystery at the end of 
the known world, accessible only to people reputed to have 
magic ships like the Phaeacians. Bradford remarks, "When 
Ulysses is sent to sail into the gates of Hell in his 
black ship, it is to this mysterious border of the world 
that he must come."^ 
The same sense of the Western end of the Mediterranean 
may have been intended by the author of the Book of Jonah 
when he describes Jonah's dread of the Lord and his desire 
to escape and be out of the Lord's sight: he takes passage 
on a ship bound for Tarshish, which on ancient maps is at 
the African side of the straits of Gibraltar. This was the 
end of the earth, the point of the going down into the 
underworld of Apollo in his daily round. 
Not only the descent into the underworld, but the en-
tire Scheria sequence in which the hero narrates the other 
travel adventures as well, is visionary. The Scheria epi-
sode is bracketed by two sea journeys, the first on the 
raft from Calypso's island which Homer describes as a speck 
in the belly of the sea, the second on the Phaeacian ship 
from Scheria back to Ithaca. It is bracketed also by two 
extraordinary episodes of profound sleep. Odysseus sleeps 
for several days in the double olive tree when Athena rains 
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down sleep on the "dear eyelids" before he is awakened by 
the princess, washed and clothed in embroidered garments 
to be presented at the palace. He sleeps again a deep 
sleep "in semblance very like to death" in the ship of the 
Phaeacians which is later changed to stone in the harbor. 
Furthermore, the succour Odysseus seeks on Scheria is 
at the feet of Queen Arete, King Alkinoos' honoured wife, 
and since as Jaeger points out in Paediea,^ 'Arete* is 
the Greek word for virtue, this would seem to be the 
moment of apocalyptic enlightenment which would correspond 
to his talk with Teiresias in the lower world. 
However it is in the physical description of the palace 
of King Alkinoos that the resemblance to the heavenly 
vision of the dream experience most clearly manifests it-
self. 
Odysseus the while lingered before the gate of 
Alkinoos* renowned dwelling. He stood there, not 
crossing its copper threshold because of the host 
of thoughts thronging his heart. Indeed the 
brilliance within the high-ceiled rooms . . . 
was like the sheen of sun or moon: for the inner 
walls were copper plated in sections, from the 
entering in to the furthest recesses of the house; 
and the cornice which ran around them was glazed 
in blue. Gates of gold closed the great house: 
the door posts which stood up from the brazen 
threshold were of silver, and silver too was the 
lintel overhead. " 
Next comes the description of the garden which resembles 
the garden of paradise in Genesis, laid out in four direc-
tions, watered by abundant fountains, the constant west 
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wind blowing and the unchanging weather of a single time-
less season always ripening the grapes on the vines. 
Homer frequently tells us that all these wonders are gifts 
of the gods. 
This description in Homer is strikingly parallel to 
the description of the "other world" beheld by the 
dreamer in the Medieval poem, Pearl. not only in its 
beauty, but in the similarity of imagery suggestive of 
extraordinary craftsmanship in precious metals and jewels: 
I knew not where in this world it was 
But I found myself set down by cloven cliffs 
I turned my face toward a forest 
Where high rocks shone 
No man might believe the light of them, 
Their gleaming glory that glinted; 
Never was there fabric woven of half so precious 
adornment. 
Arrayed were all the slopes 
With luminous crystal cliffs 
And birds in tree trunks blue as indigo, 
Leaves thick on each branch shining like 
burnished silver.53 
That both divine and demonic landscapes may participate 
in dream vision experience is suggested by the essay of 
Aldous Huxley recounting his experiments with Mescalin and 
drawing some conclusions about "the mind's antipodes." He 
learned that metabolic changes in the brain may account for 
some intensely pleasant and other intensely unpleasant ex-
periences. "A thousand pictures of the Temptations of St. 
Anthony bear witness to the effectiveness of restricted 
diet and restricted environment," Huxley observes. "If 
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men and women torment their bodies, it is not only to atone 
for past sins and avoid future punishment; it is also be-
cause they long to visit the mind's antipodes and do some 
visionary sightseeing. . . . Their self-inflicted punish-
ment may be the door to paradise. (It may also . . . be 
the door into the infernal regions.) 
The unique characteristic of dreams which concern 
these polar opposites of the mind is, according to Huxley, 
the extraordinary experience of light. "Everything seen 
by those who visit the mind's antipodes is brilliantly 
illuminated and seems to shine from within. All colors 
are intensified to a pitch far beyond anything seen in the 
normal state, and at the same time mind's capacity for 
recognizing fine distinctions of tone and hue is notably 
heightened."^ And a little later, "Preternatural light 
and color are common to all visionary experiences. And 
along with light and color there goes, in every case, a 
recognition of heightened significance. The self-luminous 
objects which we see in the mind's antipodes possess a 
meaning, and this meaning is, in some sort, as intense as 
their color."56 
Huxley mentions an account of an "other world" called 
Uttarakuru from the Ramayana which "is watered by lakes 
with golden lotuses. There are rivers by thousands, full 
of leaves of the color of sapphire and lapis lazuli; and 
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the lakes, resplendent like the morning sun, are adorned 
by golden beds of red lotus. The country all around is 
covered by jewels and precious stones, with gay beds of 
blue lotus, golden-petalled."5' This is the same apoca-
lyptic landscape Northrop Frye has talked about; the 
brilliant colors, the precious stones, the fire. It is 
like the description of the paradisial world of Genesis, 
and like Ezekiel's vision of that garden: "Thou hast been 
in Eden, the garden of God. Every precious stone was thy 
covering, the sardius, topaz and the diamond, the beryl, 
the onyx and the jasper, the sapphire, the emerald and 
the carbuncle, and gold. . . . thou hast walked up and 
down in the midst of the stones of fire."5 
When the heroes of the Odysseus, Aeneas, and Dante 
variety return to the everyday world, they must undertake 
struggles and battles, but they do so fortified by the 
glimpse of the heavenly realm into which their adventure 
led them. Faust too is given insight, but his flights in-
to the air, under the sea and into the past, while they 
are extraordinary, lack the effulgence and luminosity of 
the beatific vision of these heroes. Under the inspira-
tion of the devil, Faust is given some mastery over things, 
but it is mostly illusory power, and it frequently has a 
tawdry character. Unlike the Transfiguration of Christ 
in which blinding light envelops his person and which 
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Joseph Campbell regards the most intense manifestation of 
absolute mastery over both worlds in all the heroic achieve 
ment, Faust's apotheosis is trickery, sometimes in fact 
purely subjective. 
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CHAPTER II 
THE FAUST MYTH 
The Beginnings 
The Faust myth is related to the earlier myths of de-
scent into hell chiefly in that its protagonist engaged in 
a lifelong encounter with that underworld region of dark-
ness and pain which is heir to the steady acretions of the 
ages from Homer to Dante. The timing of his descent is 
different: except for a brief illusory visit to hell, he 
does not merely pass through on his way to heaven as Christ 
does, or back to the familiar world of Ithaca as does 
Odysseus. Rather Faust is condemned to enter hell after 
the time specified in the pact with the devil has expired 
as one of the damned, not as a visitor. 
But the primary difference between Faust and the heroes 
of the other descent myths is in his intention: out of ex-
cessive desire for some finite good, he bargains his soul in 
return to the devil for his aid in securing what is desired. 
Presumably Faust must enlist the devil in his quest because 
there is in his desire something inordinate, something God 
would not approve. Furthermore, as we will see in more de-
tail later, this desire is always related to the physical 
world; it involves the inordinate curiosity about "speculat-
ing the elements" in the old Faust books, or inordinate 
7^ 
desire for sensuous experience in Goethe. As Bacon ob-
serves, knowledge of the physical universe had come, in 
his time, to be regarded as "forbidden knowledge," the 
province of the Evil Spirit.1 
The Faust myth is related to the Don Juan theme. They 
may be said to constitute two variants of the same species 
of the myth: both deal with protagonists who go into the 
underworld as punishment for acts which, from a human point 
of view, are evil. Still they are sufficiently different 
that they must be regarded separately. True, the "fatal 
man" was ultimately condemned to hell, and Faust par-
ticipates to a very limited degree his habit of seducing 
innocent young maids. Don Juan is much more fully occupied 
with this romantic activity though de Rougement makes clear 
the demonic and unnatural character of his erotic seduc-
tion. Faust seduces one young maiden (and even this is 
only a later addition not found in the earliest Faust 
books), but for the rest obtains erotic gratification in 
fantasy. The original Faust is forbidden by Mephostophiles 
to marry, but he is provided with all the women he desires, 
evil spirits assuming female forms and coming to his bed. 
This attitude parallels Luther's toward the celibacy im-
posed by the Pope on Catholic monks, a rhetorical purpose 
of the earliest Faust books which will concern us in more 
detail later. 
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Faust, then, is no Don Juan, though both are condemned 
to hell as punishment for their sins. Eliza Butler dis-
cusses the literary history of both figures and provides a 
table of chronologically arranged titled of literary works 
centered on each, concluding that Don Juan fared better at 
the hands of creative writers than did Faust.3 
The Historical Faust 
One fascinating aspect of the Faust myth as a descent 
into hell variant is its recent origin. Orpheus and Prome-
theus go back far into prehistoric rituals and legends, 
but Faust originates in relatively modern times, and in 
his story it is possible to observe myth in the making, 
since some written evidence exists that well-known people 
actually knew the strange magician around whom the legend 
developed. From these shreds of information there devel-
oped a disproportionate and almost instantaneous literary 
and stage reputation. 
From his review of the information about the historical 
Faust, Charles DSdSyan concludes: 
En conclusion de cette reconstitution nous pouvons 
voir un Faust tel que nous le prlsentent I'histoire 
et la premiere tradition legendaire; une personality 
louche, un aventurier . . . un prestidigitateur au 
sense le plus mauvais du mot, turpigsima bestia. 
cloaca multorum diabolorum disait MSlanchton.C'est 
un esprit fort, anti-clSrical, un moment intSressant 
les Luthfiriens qui croient pouvoir l'attirer a euxj 
bientot honni a la fois par les Lutheriens human-
istes et par les Catholiquesj par la meme au ban de 
la sociSte spirituelle et intellectuelle. Mais 
s'il en est exclu, il parait avoir eu ses partisans. 
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II a §te" aim! semble-t-il, du peuple et des 
Studiants. Les Studiants ont.pris€ en lui sa 
fronde, son savoir, sa gaitS.4 
Eliza Butler presents an extensive account of the bits of 
factual record regarding Faust and she finds him a less 
sympathetic character than does Dgdeyan. From the out-
set there is difficulty in distinguishing fact from legend, 
since he seems to have occasioned a good deal of moraliz-
ing and controversy wherever he went. 
The editors of a collection of texts of the Faust 
legend, Palmer and More, speak of this quality of "instant 
myth" in their Introduction: "The growth of the legend is 
an interesting chapter in the history of myth development. 
For the Faust of the sixteenth century was merely the lode-
stone about which gathered in time a mass of superstition 
which in turn is the deposit of centuries." 
Butler speaks with scorn of the historical Faust as 
he was pictured by those who knew him. "Rufus, Camerarius 
and Melanchton, who had some slight personal contact with 
Faust," she observes, "despised him utterly. Yet he con-
tinued to publicize himself as the fount of necromancy 
and chief of astrologers, as the most learned alchemist of 
all times, as the second magus, palmist, waterdiviner and 
crystal gazer; as the philosopher of philosophers. He de-
clared that Christ's miracles were nothing to his; and 
that he could out-do Ezra's restoration of the lost 
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Scriptures by reproducing all the works of Plato and 
Aristotle, should they ever be forgotten, and what is more, 
improve on them. No wonder that the epithets braggart, 
babbler, rogue, and fool were often bestowed on him."' 
One "magic feat" which is attributed to the real 
Faust by an eye-witness was a cruel trick said to have 
been perpetrated at the expense of a credulous chaplain on 
an estate where -the magician was being held for some kind 
of trespass. Faust wished to maneuver the chaplain into 
serving him more wine. To this end he offered to supply 
a magic ointment for removing the chaplain's beard. This 
"ointment" turned out to be arsenic which burned away 
skin and flesh. 
Butler believes there may have been two Fausts, per-
haps brothers or even twins, since some records speak of 
o 
a Georg,, others of a Johannes, Faust. However, in his 
edition of The History of Doctor Johann Faustus. H. G. 
Haile offers a different solution to the problem by sug-
gesting that the real name of the historical person was 
Georg, the name Johannes having been set down in error by 
Melanchton and later acquiring the status of legend by 
having the folklore accounts of many other magicians told 
and retold around it. "Georg Faust cast a long shadow 
across the sixteenth century," Haile concludes. "No part 
of that shadow is identical with the man who cast it. 
51 
The historical Georg and the folk Johann are two distinct 
Fausts."10 
I would suggest still another possibility, though it 
is merely a guess. In view of the kind of information re-
corded of the historical Faust, it seems possible that he 
should have found it expedient at times to adopt a 
pseudonym. For example: 
On Sunday, 12 February 1520, Doctor Faust re-
ceived ten gulden for casting the horoscope of 
the Bishop of Bamberg; and George Faust of Helm-
stedt was heard to proclaim on 5 June 1528 that 
prophets were born when the sun and Jupiter are 
in the same constellation, and that he was the 
commander or preceptor of the Knights of St. John 
at Hallestein on the borders of Carinthia. Ten 
days later, on 15 June 1528, Dr. George Faust of 
Heidelberg was banished as a soothsayer from the 
town of Ingolstadt; and Doctor Faust, 'the great 
sodomite and necromancer,' was refused a safe 
conduct by the city of Neuremberg on 10 May 1532. 
On 25 June 1535 'the famous necromancer Dr. Faust' 
was in Munster where he prophesied accurately that 
the bishop would recapture the city that same 
evening. And in 1540 'the philosopher Faust' cor-
rectly foretold a very bad year for the European 
armies in Venezuela.il 
With such a reputation, a man might alter his name to avoid 
incarceration. 
Instant Legend 
The historical George Faust was rumored to have died 
12 
a "spectacular, violent death," around the year 1540, 
and Haile regards these accounts as credible in view of 
the man's reputation for drinking in disreputable taverns 
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and for sexual perversions. As soon as the historical 
figure disappeared, the stories about him took on legend-
ary proportions. A Swiss Protestant clergyman, Johannes 
Gast, who had actually once dined with Faust, gave a ser-
mon in which he described the magician's death. He 
claimed that Faust had been strangled by the devil and 
that, though the body was repeatedly turned over on its 
back, it kept turning over again so that it lay face-
downwards. It was also Gast who reported that Faust had 
supplied for the dinner which he shared with the clergy-
man some game birds which were not then in season, a feat 
which Gast interpreted as the result of wizardry and 
which was incorporated into the Faust Books and thence 
into Marlow's Tragical History. The same speaker claimed 
that the necromancer's horse and dog were "demons ready 
for any service," and that, moreover, the dog often 
13 
"assumed the form of a servant and waited at meals." J 
Both Luther and Melanchton make reference to Faust, 
14 
as do Hans Muller and Philipp von Hutten. There is one 
Wittenberg story about Faust's threat to have evil spirits 
fly away with all the kitchen utensils of Melanchton's 
household. It was Melanchton also who is said to have 
spread the story that Faust had devoured a rival magician 
(who was in fact discovered a few days later in a cave), 
and that he attempted to fly in Venice. * 
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Five tales about Faust are told in the Erfurt 
Chronicles of Hogel, copied in the seventeenth century 
from a mid-sixteenth century source which no longer ex-
ists, but found also word for word in some editions of 
the Spiess Faust Book of 1587* Among these tales is that 
in which Faust, teaching Homer to the Erfurt students, 
conjured up the ancient Greek heroes in a display climaxed 
by an apparition of Polyphemus so vivid as to terrify all 
present. This story provides a good example of the way 
in which stories of earlier magicians were assimilated to 
Faust, because there was already a story of an Italian 
sorcerer who was said to have accomplished the same feat 
according to the testimony of John Franciscus, a nephew 
of Pico della Mirandola. Franciscus claimed that this 
earlier magician had conjured up Achilles and Hector and 
the siege of Troy, and that he was then carried off to 
hell by the devil. In the fifth tale in this Erfurt 
Chronicle there is an account, also recorded in the Spiess 
Faust Book, of the Franciscan monk who tried to persuade 
Faust to repent, to whom Faust replies that he is bound 
irrevocably by his pledge to the devil, a pledge sealed 
in his own blood and one to which the devil, on his side, 
16 had been faithful. On his hand, Faust's blood formed 
the words, "0 home fuge," the fateful motto to which Mann 
alludes in his Faust novel. 
5* 
In the Faust stories which circulated in the years 
just prior to the appearance of the first printed edition 
of the Faust Book, (that of Spiess of 1587), striking 
elements of the Faust legend appear which suggest that, 
from the outset this myth expressed something of the im-
pact and the dissociation in the psyche occasioned by the 
technological and political revolutions of the time. I 
wish to suggest that the dismemberment of Faust at his 
death, the stories of his having limbs sawed or pulled off 
and thrown in a river, the accounts of his effecting dis-
tant events through a mirror, and other such elements 
relate Faust to the old vegetation gods. Looking forward, 
they reflect the threat to the person and to the indi-
vidual's self-image inherent in the introduction of the 
printing press, the transfer of authority and power from 
an absolute spiritual ruler, the Pope, to the interior 
judgment of the individual, inherent in the Reformation, 
and the mastery of the physical universe inherent in the 
revival of astrology and empirical science at the outset 
of the Renaissance. 
In the final woodcut included in H. C. Haile's edition 
of the Wolfenbuttel manuscript of the History of Doctor 
Faustus. there is a detail which is inconsistent with the 
text. Astonished neighbors and friends are pictured view-
ing the remains of Faust after he has been called for by 
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the devil. They look in amazement and dismay at a head, 
feet, hands, a shoulder, all scattered about in disarray. 
The text too mentions mutilation, but not such complete 
dismemberment. The friends of Faust, it reports, go to 
sleep at his bidding, worried by his terrible confession 
of the pact with the devil and his expectation of momentary 
disaster. Having heard a terrible noise, shouts of "Help, 
murder," and feeling the house battered by a fierce wind, 
they rush into Faust's room. They see the furniture in 
disarray, and they see the eyes of Faust stuck against the 
wall, blood over everything. Outside they find the 
magician's body on a dungheap. But the woodcut shows 
that, at least in the imagination of the artist, he was 
regarded as having been broken up into many pieces. Now 
this is reminiscent of the old vegetation gods, like Osiris, 
who were broken up and scattered over the fields, or thrown 
into the river at flood tide. 
Eliza Butler does not relate the dismemberment of 
Faust to the old vegetation deities, though she does point 
out his connection with the "Medecine men of old" in the 
love charms he makes (e.g., in Chapter XXXIV of the German 
History) with the ancient weather-makers in his magical 
power over the elements, and "Remnants of Ritual Resur-
rection" in his ability to swallow people alive and then 
produce them restored. Butler also notes an affinity with 
Sir Gawain and the Green Knight in the episode of the 
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sorcerers who cut off one another's heads (Chapter XXXI 
18 
of the German History). 
Other details which suggest an affinity with the old 
vegetation gods or yearly festival kings are those dealing 
with Faust's allowing his leg to be cut off in surety for 
a debt to Shylock, who, realizing that the leg will do him 
no good, throws it in a river lest it rot and stink when 
19 he gets it home. 7 This episode also connects Faust with 
the old Trickster figure or Shape Changer, since in fact 
he still has his leg, and has merely tricked Shylock into 
believing he has given up flesh to satisfy the debt. 
Closely related to this case of deceptive dismemberment 
is another in which Faust takes bundles of straw and sells 
them as oxen, telling the buyer not to allow the animals 
to come into contact with water. Later, after his oxen 
had waded into a river and turned back into bundles of 
straw, the irate victim comes to wreak his vengeance on 
Faust. The magician is sound asleep, whereupon the angry 
man takes hold of his leg, only to have it come off in 
20 his hands. This incident, too, is reminiscent of the 
effigies of the corn god, the corn dolls, that were taken 
home after the harvest, and planted to sprout in the 
21 
spring and ensure a fertile year. 
Since the vegetation deities were responsible not only 
for the fertility of the fields and the herds, but for 
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human fertility also, the chapter in which Faust is sup-
posed to have interfered with the sexual potency of a 
22 bridegroom may also have folk-lore overtones linking 
Faust with such fertility cults. But this episode is also 
important since it connects Faust with people who were 
being burned at the stake, some on grounds of using magic 
to tamper with sexual potency, during the centuries fol-
lowing the death of the historical Faust. Even the Blessed 
Mother was incorporated into the role of a fertility god-
dess, as Robert Briffault has pointed out, since the Church 
had more or less consciously assimilated the cult of Mary 
to the cult of the old Earth Mother goddess. 3 In the 
episode in question, Faust interferes with the ability of 
the bridegroom to have an erection, since he knows (having 
consulted his magic mirror), that his friend, the bride's 
husband, is actually alive, in a prison many miles away. 
When the woman and her new mate leap into bed, nothing hap-
pens, and there follows a comic account of their difficul-
ties which are terminated happily through Faust's effecting 
the release from prison and the safe return of his friend. 
Now this intervention of Faust to save the marriage of his 
friend seems inconsistent with the ban against marriage 
under which the devil had placed the magician and with the 
elements of autoeroticism and homosexuality which have been 
associated with the Faust legend, and it seems entirely 
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possible that, because of the heterogeneity of the folk 
themes which were so rapidly assimilated to Faust, incon-
sistency is to be expected. On the other hand, this 
episode is quite consistent with the theme of dismember-
ment and of the isolation of particular parts of the body 
if this theme is seen from the point of view of a tech-
nological revolution in the image of the whole human 
person. 
The accusation that a person had interfered with the 
sexual potency of another was grounds for their conviction 
and, in some cases, their being burned at the sxake for 
witchcraft. I would like to suggest also that, in view 
of the enormous carnage wreaked by the ecclesiastical and 
oivil powers on those accused of witchcraft during the 
l6th and 17th centuries, that the theme of dismemberment 
of Faust's body expresses both the sense of the body's 
fragility, and the sense that the body was like a paper 
mask, a visible covering for the soul, something to be 
manipulated in order to effect changes in the soul, a kind 
of visible garbage to be disposed of on a woodpile. Esti-
mates of the numbers killed in these years range from 
24 30,000 to many millions. Authors of one rhymed version 
of the Faust story were immediately jailed. It was an 
"underground" commentary on the authority figures of a 
powerful faction, and contained within itself the sense 
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of bodily threat, the threat of annihilation, which was 
incurred by any opposition to authority. In many places 
authority had a deceptively fluctuating character in the 
years of the Reformation and Counterreformation. The 
case of Miguel Servetus is an eloquent illustration of the 
tortured complexities of this authority fluctuation: 
Servetus narrowly escaped death at the hands of the Roman 
Catholic Inquisition, only to seek refuge in Geneva, a 
haven for those persecuted by Rome, and to perish by burn-
ing at the stake through the personal malice of Calvin 
whom Servetus admired and to whom he had very early con-
fided his doubts about Trinitarian doctrine and papal au-
thority.25 
I wish to deal later in this chapter with the effect 
of the burnings of the heretics and witches on the stage 
history of Faust. But at this point I want to pursue the 
evidence in the early Faust books of the impact of the new 
technology on the image of the body. 
The Faust History contains an eloquent statement of 
the effect on the contemporary psyche of the introduction 
of print technology. It is curious that Faust does not 
simply obtain the blood for the pact with the devil by a 
simple cut on the skin. Instead he sees written on his 
flesh letters forming words which express his subsequent 
isolation from other men; "0 homo fuge," so that he 
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becomes a letter, a printed message to others to stay away, 
a warning not to do as he has done. In the chapter in 
which Faust prevents the consummation of a marriage he 
looks in his magic mirror but he does not see himself: he 
gets instead a communication (like a telegram or a tele-
vision image) from his friend in a distant land, and he 
effects his friend's release from prison by long-distance 
interference, as a modern executive would pick up a tele-
phone and make arrangements in a distant city. 
A common theme which appeared over the doors of 
churches in the fifteenth and sixteenth centuries was 
called the theme of the three living and the three dead 
men. This theme was one aspect of an altogether new 
artistic and theological preoccupation, that of the "danse 
macabre," According to Beryl Smalley, the preoccupation 
with death and the fate of the soul immediately following 
death was avoided in the earlier middle ages. "The span 
between the present and Last Things was dark. Even those 
who had the spiritual sense divinely revealed to them, 
like Rupert of Deutz, had never pried into that patch of 
darkness. Even those who commented in the heat of politi-
cal passion had never identified their enemies with anti-
Christ," she says in The Study of the Bible in the Middle 
26 Ages." But overnight a change occurred. 
Emile Male comments on this change: "The thirteenth 
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century treated death with unique restraint. Some of the 
figures graven upon the funeral stones or laid out upon 
the tombs seem the epitome of purity and grace. Hands 
clasped, eyes open, young and transfigured, they seemed 
to participate already in eternal life." But a change 
takes place. "At the end of the fourteenth century death 
is suddenly revealed in all its horror. A funeral statue 
in the episcopal chapel at Laon shows how much the mind 
and mood of man have changed. It is a corpse in a state 
of mummification rather than of decay. The poor figure, 
half mummy, half skeleton, hides its nudity with fleshless 
hands. The distress, the abandonment, the nothingness of 
this dead man are beyond description." ' Male notes that 
it is in the age of Charles VI, "at the moment when art 
abandons most of its ancient traditions," that "cadavers 
28 
are set before us in all their repulsive ugliness." 
The figure of death appears at this time in art not 
as a skeleton, but as a half-mummified cadaver, M4le says. 
And the figures in the reproductions of "the theme of the 
three living and the three dead men" bear out this claim. 
It is one form of the "danse macabre" theme in art, and in 
a woodcut reproduced in Erasmus and Luther, the three 
mummified dead men are dragging off three living men oc-
29 
cupied in the business of printing books, 7 a master 
printer and his two book sellers. Now of course this is 
only a single example, and it is clear that the whole idea 
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of the "danse macabre" was the universality of death; in 
many graphic presentations, the death figure is seen 
dragging off people with entirely democratic indifference 
to rank, wealth, or power. But it is also clear that the 
trade of printing carried extraordinary hazards to the 
soul at its inception. 
In The Mechanical Bride. Marshall McLuhan has de-
scribed the impact of assembly line technology on the image 
of the human body, pointing out for example the visual 
representation in magazine commercials of isolated parts 
of the female anatomy for the sake of selling products, 
and of teaching the public to think of the body as a 
30 packaged commodity.-' In a series of reproductions of the 
commercials in question, the author points out that legs, 
breasts, torsoes, are represented as saleable commodities. 
McLuhan argues that the fracturing of the integrity of the 
image of the human body parallels the technology of the 
media which is being used to "sell" the isolated products 
which are to enhance the isolated parts of the anatomy. 
The alienation of the worker from his product on the as-
sembly line, the depersonalization of sex in the assembly-
line arrangement of the Ziegfield Follies, all appear to 
McLuhan as reflecting a breaking-up into pieces of the 
image of the human body. 
I wish to suggest that the dismemberment of Faust, 
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while it may well hark back to the dismemberment of the 
old vegetation gods, looks forward to the splintering of 
the image of the self in modern times. Faust sees him-
self as reducible to his books. He tells his "famulus" 
Wagner that Mephostophiles will not serve him simply be-
cause of his relation to Faust: hereditary privileges 
carry no weight with the devil. Rather Wagner must learn 
to love the books that Faust leaves to him, and then, 
though Mephostophiles will have vanished at Faust's death, 
he himself will be able to conjure his own evil spirit at 
will. It is this relation to print technology that 
Cervantes invokes as the cause of Don Quixote's madness, 
when he has the priest burn the books of chivalric romance 
and when he depicts the old tired knight forbidding on his 
deathbed that his niece marry anyone who has read a single 
line of chivalric romance.3 
But as a moral lesson, the Faust story is ambiguous 
with respect to the threat it carries about the dissolution 
of the image of the body with the onset of print. Its chief 
rhetorical thrust is a Lutheran indictment of Roman abuse. 
Yet a second theme is the suspicion it expresses toward 
Humanists like Erasmus who shared with Luther the passion 
for translating the sacred scriptures into the vernacular 
but who, unlike Luther, were concerned with aesthetic 
values and with maintaining traditional authority roles 
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in the reformation of the church. Faust's "0 homo fuge" 
expresses at once the isolation of the person who has 
taken the terrible step toward complicity with the devil, 
and the isolation of the person involved in print, the 
isolation of the novelist who must sequester himself and 
produce the imaginative world of the novel out of him-
self.32 
It is true that the devil appears to Faust in the 
form of a Franciscan monk, and that the proscription of 
marriage in favor of unlimited imaginative sexual in-
dulgence may be construed as a Lutheran attack on the Roman 
Catholic insistence on the celibacy of the clergy. But 
the insistence on books as the source of Faust's evil in-
spiration (especially books in foreign, particularly 
Eastern) languages, suggests the danger of what Luther 
was involved in together with Erasmus, Servetus, Tyndale, 
and many other great reformers: like Erasmus, Luther was 
an accomplished linguist, and, like Tyndale, he was an 
ardent believer in rendering both the Scriptures and the 
liturgy into the vernacular. Though this commitment to 
spreading the Gospel by means of the new technology sug-
gests that print was felt to be a great good, still it 
was so revolutionary that even many devout people feared 
its consequence; one theologian expressed the fear that, 
should people learn to read, they would forget the 
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language of architecture in the cathedrals. J So that, 
while warning against the fragmentation and danger of 
print technology, the Faust story is also implicitly in-
volved in print technology: it is the underground message 
from a hero who is using printing to make a revolution. 
It is even a message printed on the hero: "0 homo fuge." 
But this has the ambivalence of Nietzsche's words in 
Thus Spoke Zarathustra: "Do the hounds of hell bay you? 
Does the abyss yawn at your feet? If we have killed the 
34 Law, we are the first who shall be judged by it. ^  
Faust's Descent Into Hell 
Long before the final arrival of the devil to claim 
Faust's soul at the termination of the pact, Faust descends 
into hell. Though Faust's kinship with the heroes of other 
descent myths rests primarily on his life-long encounter 
with the demonic world, still an important confirmation of 
that kinship is visible in the accounts of the old Faust 
Books of the magician's journey to hell. 
The German History records Faust's descent into hell 
in Chapter XV where it is noted that the magician is in 
the eighth year of the twenty-four year pact." The Eng-
lish Faust Book of 1592 describes the descent into hell 
in Chapter 20, though it agrees with the German History in 
its timing relative to the pact.3 Both books lead up to 
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the descent by showing Faust's preoccupation with hell, his 
questioning of Mephostophiles concerning hell and the damned, 
and, especially in the English Faust Book, stress is laid on 
37 Faust's dreams of hell even before the descent.' Both 
books agree that the descent, when it occurs, is a delusion 
of the devil, but they differ in that the German History 
concludes that Faust realizes it was delusional, while the 
English Faust Book shows Faust convinced of the reality of 
his experience. 
The German History and the English Faust Book prepare 
the reader for the illusory character of the descent. In 
the German History. Mephostophiles warns Faust before the 
pact is made (in Chapter III) that "no one knoweth what 
doth occur after the death of the damned human--who learneth 
and experienceth it."3 So the reader is not surprised 
when, in the Chapter entitled "How Doctor Faustus Travelled 
Down to Hell," though Beelzebub comes to call for him at 
midnight ostensibly to fulfill Faust's desire to be con-
ducted into hell, the author tells us, "Here Doctor Faustus 
took a seat, and they flew away. Now hear how the Devil 
did mystify and gull him, so that he had no other notion 
than that he really had been in Hell."39 At the end of 
the Chapter, the illusory nature of the journey is con-
firmed. "At first he was firmly convinced that he had been 
there and had seen it, but then he began to doubt himself, 
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and assumed that the Devil had charmed a vision before his 
eyes. . . . This history and account of what he saw in 
Hell—or in a vision—was written down by Doctor Faustus 
himself and afterwards found in his own handwriting upon 
a piece of paper in a locked book." 
The English Faust Book also prepares for the illusory 
or visionary character of the descent. In Chapter 15i 
Faust demands to know about hell, especially about whether 
hell is eternal. Mephostophiles replies: "Thou wilt haue 
me tel thee of the secrets of hell, and of the paynes 
thereof: know Faustus, that hell hath many figures, 
semblances, and names, but it cannot be named nor figured 
in such sort vnto the liuing that are damned, as it is vnto 
those that are dead, and doo both see and feele the tor-
ments thereof: for hell is sayd to bee deadly, out of the 
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which came neuer any to life agayne but one. . . . " 
The affinity of Faust with the underworld is stressed 
in the English Faust Book in the very character of his re-
quest to Mephostophiles* "his request was none other but 
42 to become a Diuel, or at the least a limme of him." His 
wish is granted to the extent that Mephostophiles encourages 
him to learn to fly, to become invisible, to become as swift 
as!thought, to become like Christ in his risen body able to 
pass through walls and gates of stone and iron. "Learne 
of mee," Mephostophiles tells Faust, "to creepe into the 
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earth like a worme, to swimme in the water like a fish, to 
flie in the ayre like a bird, and to liue and nourish thy 
selfe in the fire like a salamander; so shalt thou be 
famous, renowned, far-spoken of, and extolled for thy 
skill: going on kniues, not hurting thy feete; carrying 
43 fire in thy bosome, and not burning thy shirt. . . ." J 
This whole theme suggests that Faust is not merely to have 
a spirit for a servant, but he is to become physically like 
the spirits: at home in the four elements of earth, air, 
fire and water, not subject to the laws of gravity, space 
or time, impassable and invisible at will. Such mastery 
of the physical universe is, however, diminished somewhat 
in grandeur in that Mephostophiles prefaces his promise 
of this mastery with the observation that Faust has lost 
the "fift essence" in renouncing loyalty to God. All the 
universe, all the elements and the operation of sun, moon 
and stars, are known to Mephostophiles, except only "the 
fift essence,.which once thou hadst Faustus at liberty, 
44 but now Faustus thou hast lost it past recovery." 
One curious note in the above passage is the promise 
of Mephostophiles that Faust will gain fame for "going on 
kniues" and "not hurting thy feete." This suggests on the 
surface the Yogi-like tricks by which through self-hypnosis 
wise men make themselves impervious to pain. It may have 
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suggested to Thomas Mann the theme of the little mermaid 
of Andersen's fairy tale who suffers knife-like pains when 
she walks on her human legs. 
I have stressed the promises of Mephostophiles that 
Faust would, as a result of his pact, gain a body of supra-
physical properties, because one would expect the journey 
to the underworld to be carried out literally if these 
promises were fulfilled. If Faust had the same mastery of 
space and time as Mephisto, then it would be perfectly 
plausible, in a work which obviously assumes the real ob-
jective existence of hell, for the devil to take Faust 
there and back. But in both the German History and the 
English Faust Book. Faust's trip to hell has the same 
dream-vision quality as that of Dante or Aeneas. 
In-the old English Faust Book. Beelzebub comes to fetch 
Faust to hell at midnight in the shape of a great rugged 
black bear, all curled, and upon his back a chair of baten 
gold. "But marke how the Diuell blinded him, and made him 
beleeue that he carried him into .hell, for he caried him 
into the ayre, where Faustus fell into a sound sleepe, as 
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if hee had sate in a warme water or bath." J True to the 
dream-vision tradition, there follows a strange mixture of 
phantasy and reality, so that the reader, like Faust, loses 
track of what is hallucination and what is real. The sleep-
ing Faust is taken to a place which burns continually with 
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flashing flames of fire and brimstone, where he is awakened 
by a great clap of thunder. Once awake, however, he is 
taken through fire without feeling heat, through murky 
water without getting wet, as though the promises to make 
Faust invulnerable to the elements had been fulfilled. At 
one point a great Ape places Faust in a wagon drawn by 
dragons, but he loses sight of them in the murky water and 
comes alone to the bottom of hell, forsaken even by the 
devils. Here in a great fire he sees many "worthie and 
noble personages," Kings, Enyperours, Dukes and Lords. 
These tormented souls move between the fire and a cool, 
clear stream, where they become freezing cold and return 
to the fire to warm themselves. Some of these details are 
reminiscent of Dante, though greater stress is laid on 
chaos and confusion in this Fautian hell than in order, 
circles, and hierarchical arrangements. Like Dante, Faust 
recognizes someone, but does not speak since he has been 
forbidden to do so. Unlike Dante, however, Faust has no 
guide and no one to question the damned souls on his behalf. 
Soon the devil comes to him again in the form of the 
bear with the golden chair on his back, and takes Faust out 
into the air "where he had so sweete musick that hee fell 
asleepe by the way." Thrown upon his bed asleep, Faust 
awakens in the morning amazed, and tries to decide whether 
he had seen hell or been blinded. Since he had seen so 
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many wonderful things, he decided that he must have been 
to hell, so he records the experience carefully. 
Some of the names of the demonic kingdoms given to 
Faust by Mephostophiles in Chapter XII of the 1592 English 
Faust Book are familiar from Dante and Scripture: Tartarus, 
Gehenna, Herebus, Styx, and Acheron, for example. But even 
many of these familiar names occur without development and 
are frequently displaced from their more usual meanings. 
"Phlegeton" for example is given as the name of a king, 
"Styx" as a kingdom, though both occur in Dante as names 
of rivers. The animals are not those of the classical 
underworld: instead of three-headed Cerberus and the 
Centaurs, we meet demons in the shape of bears, apes, and 
dragons. 
The English Faust Book, and to a less marked degree, 
the German History also, contain three different types of 
passages concerning hell* the "disputationes" concerning 
hell between Faust and Mephostophiles, which are quite 
somber and contain a good deal of serious theological in-
formation, the dreams of hell experienced by Faust, and 
finally the so-called descent into hell which has a more 
grotesque and slapstick quality than the disputations. 
When Mann takes long passages from the old English Faust 
Book almost verbatim, it is from these more dignified dis-
putations that he draws his material, not from the chapter 
concerning the illusory descent into hell. 
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The perfunctory descent into hell and the somewhat 
comic ascent into the heavens in the old Faust Books, 
have their counterparts in such contemporary mock-heroic 
descents and ascents as Cervantes' Cave of Montesinos 
episode and the journey to the heavens on Clavelino, the 
flying wooden horse in Don Quixote, rather than in the 
serious dream-vision experiences of the romantic or high 
mimetic characters in the earlier descent myths. 
St. Augustine and Faust 
In attempting to understand the moral lesson carried 
by the early Faust Books, there is another revolution in 
addition to the technological one that must be taken into 
account, and that is the Reformation. Luther became con-
vinced that the Pope was the anti-Christ, and that a good 
Christian, in order to save his soul, must oppose every 
vestige of evil which the Pope represented. Thus when the 
devil forbids Faust to marry but offers him promiscuous 
sexual gratification in phantasy (with devils who take on 
the outward form of beautiful women), a criticism of Roman 
Catholic clerical celibacy is intended. And in the luxury 
enjoyed by Faust and Wagner, whose table and wine cellar 
are stocked by Mephotophiles' thefts from farmers and mer-
chants, there is a criticism of the "great tithes" on 
crops and cattle which formed the priests' income, and on 
the money-grubbing practices of indulgence peddlars like 
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Tetzel. That the devil who is a thief appears to Faust 
in the habit of a Franciscan monk illustrates the judgment 
of a Lutheran sensibility nurtured among the poor Brothers 
of the Common Life upon the mendicant orders which had be-
come scandalously wealthy. 
As an Augustinian monk, Luther was steeped in the 
writings of St. Augustine, and several key ideas came to 
the fore in the thinking of the reformer which had been 
taught by Augustine but lay dormant until the peculiar set 
of circumstances and personalities conspired to bring them 
into new life. One of these ideas was the personal in-
spiration given to the Christian through Sacred Scripture, 
as evidenced by his use of the Pauline Epistles at the 
crisis of his conversion as he relates it in the Confes-
sions. Another is Augustine's teaching that the object of 
every pagan religion and of every heretical belief is the 
devil. Still a third (and this came to be used by both 
warring factions) was Augustine's decision that force 
should be used to compel people to accept the truth of the 
Faith. 
The first of these enabled Luther to place the supreme 
authority in the Scriptures and in the individual Christian's 
ability to make doctrinal decisions by the use of his own 
prayerful reading of the Bible, a well known development in 
Luther's break with Rome. But the doctrine that fallen 
angels were the object of worship of all pagan or heretical 
sects and that force could be used to bring people to the 
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true religion, though they originated long before the 
Reformation, were to have their most violent consequences 
on the very doorstep of the Enlightenment. "Seldom has a 
more dangerous slogan crossed the lips of a Christian," 
Walter Nigg observes, "and that he was one of the great 
and illuminate Christians made the matter even more tragic 
and the guilt graver. For Augustine had earlier insisted 
47 that heretics must be treated with gentleness. ' In his 
struggle to resolve the differences between the Donatists 
and the Faith, Augustine finally lost patience and issued 
the dreadful edict, "Let them be compelled to come in," 
as a result of which Christians were authorized to put to 
death other Christians whose faith differed from that de-
fined by those in power. "All those instrumental in the 
ferocious suppression of the heretics in the Middle Ages 
could call upon the authority of St. Augustine—could and 
did. The violence and cruelty unleashed by this one man 
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was beyond measure." 
Augustine believed in the power of demons to create 
illusions, to assume human form, to transform people into 
animals, to possess souls. As Trever-Roper has shown in 
the European Witch-craze of the Sixteenth and Seventeenth 
Centuries. Augustine's views had little effect on the 
Church as a whole in the early centuries, the majority of 
Bishops and theologians regarding belief in witch-craft 
as superstition and even hallucination. In the eighth 
century St. Boniface declared that to believe in witches 
and werewolves is unchristian, Trevor-Roper asserts. 
Charlemagne also in the eighth century decreed the death 
penalty for anyone who burnt supposed witches in Saxony, 
and in the ninth century St. Agebard, Bishop of Lyon, re-
jected the idea that witches could make bad weather, and 
belief in night-flying and metamorphosis were labeled 
hallucinations, whoever believed in them was said to be 
"beyond doubt an infidel and a pagan." 9 This statement 
was incorporated into canon law as part of the official 
doctrine of the Church. "In the eleventh century the 
laws of King Coloman of Hungary declined to notice witches 
'since they do not exist,' and the twelfth-century John 
of Salisbury dismissed the idea of a witches' sabbat as 
a fabulous dream."^ 
By the end of the Middle Ages a complete reversal in 
official Church doctrine has taken place. Trevor-Roper 
says "The laws of Charlemagne and Coloman would be for-
gotten; to deny the reality of night-flying and meta-
morphosis would be officially declared heretical; the 
witches' sabbat would become an objective fact, disbe-
lieved only (as a doctor of the Sorbonne would write in 
I609) by those of unsound mind; and the ingenuity of 
churchmen and lawyers would be taxed to explain away that 
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inconvenient text of canon law, the canon Episcopi. 
Why the Church moved against witches and heretics in 
the sixteenth century though she had regarded belief in 
witches as pagan superstition for centuries earlier, is a 
question to which I have found two quite different but 
perhaps ultimately complementary answers. Trevor-Roper 
sees the timing as a direct function of the "great social 
fear" which came over Europe at the Reformation and 
Counter-reformation. Margaret Murray, a cultural anthro-
pologist of the Cambridge ritual origins school of myth 
study, says that until the fifteenth century Christianity 
was mainly the religion of the upper classes who felt 
secure and strong enough to launch the struggle against 
the old religion of the masses only after fifteen centuries 
of Christianity.52 
The Witch Persecution 
To readers whose primary association with Faust is the 
Romantic expression of human aspirations of a noble and ex-
alted kind, it is important though perhaps incongruous to 
realize that the original Faust story was a polemic and a 
warning in which the hero was perceived unsympathetically. 
His life is "damned," his death and punishment "deserved." 
For the original Faust is a composite of stereotypes upon 
which the late sixteenth century projected their hatreds 
and fears. Another rhetorical function of the early Faust 
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tales seems to have been to justify the burnings at the 
stake of heretics, of witches, of "unassimilable elements" 
of the population. 
The traditional condemnation of the sin of "curiositas" 
is not enough to account for the sudden thrust into promi-
nence of the obscure magician who came to be celebrated in 
hundreds of puppet plays, tragedies, books of morality 
tales. Dante casts Ulysses in the role of the too-curious 
adventurer in his Inferno Canto XXVI, in which the hero 
confesses that he had placed above the demands of filial 
and conjugal love a desire to discover the uttermost bounds 
of the physical universe. The language and the incredible 
beauty of the canto suggest that the poet, though he placed 
Ulysses in hell, was not altogether unsympathetic with his 
motive: Ulysses admits to having urged his brothers that 
they deny not to their senses the experience of "the un-
peopled world behind the Sun," arguing that his men "were 
not formed to live like brutes, but to follow virtue and 
knowledge." St. Thomas in the Summa describes the vice of 
"curiositas" as one in which the seeker was so enamoured 
of knowledge that he was willing to go to evil spirits in 
order to obtain it." 
Notwithstanding Dante's harsh judgment of Ulysses, 
there is a great difference between the excesses of intel-
lectual curiosity, (at worst a vice which would be 
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regrettable and which would call for fraternal correction 
and penance), and the error of Faust for which, the early 
Faust stories argue, he deserves the most hideous death 
and the eternal flames of hell. The years of the sudden 
appearance of the Faust story show that something terrible 
has happened to the vice of "curiositas" to render liable 
to death by torture and burning at the stake anyone un-
fortunate enough to be accused of this vice in a certain 
form. 
Trevor-Roper points out that the half-century from 
1580 to 1630, the same period which corresponds with the 
mature life of Bacon and brings together Montaigne and 
Descartes, also saw an alarming increase in vices deserv-
ing of death. "Thousands of old women—and not only old 
women—had made secret pacts with the Devil, who had now 
emerged as a great spiritual potentate, the Prince of Dark-
ness, bent on recovering his lost empire. Every night 
these ill-advised Ladies were anointing themselves with 
•devil's grease,' made out of the fat of murdered infants, 
and, thus lubricated, were slipping through cracks and key-
holes and up chimneys, mounting on broomsticks or spindles 
or airborne goats, and flying off on a long and inexpres-
sibly wearisome aerial journey to a diabolical rendezvous, 
the witches' sabbat."5'* 
But the witch persecution had begun officially before 
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Faust, and before Luther nailed his ninety-five these to 
the cathedral door. The papal bull Summis Desiderantes 
Affectibus as issued by Pope Innocent VIII in December 
1484, together with the encyclopedia of demonology Malleus 
Maleficarum. 'the Hammer of Witches,' were published by 
the Dominican inquisitors Heinrich Institor Kramer and 
Jakob Sprenger two years later in i486. The relation 
between these documents, as Trevor-Roper asserts, is one 
of complicity: the inquisitors solicited the papal bull 
in order to get support for their attempt to launch the 
witch-craze in the Rhineland. "Having obtained it, they 
printed it in their book, as if the book had been written 
in response to the bull. The book thus advertised to all 
Europe both the new epidemic of witchcraft and the au-
thority which had been given to them to suppress it."->-> 
No other historian, neither Heer nor Huizinga, con-
veys quite the same sense of magnitude as Trevor-Roper in 
his account of the witch-persecution, • perhaps because 
others speak of it in passing in a larger context, while 
Trevor-Roper focuses on it exclusively. Whole villages 
were wiped out, infants associated with accused witches 
were burned with their parents, judges who expressed the 
slightest leniency toward the accused were burned at the 
stake together with the witches or sometimes with the young 
children of accused witches whom they had vainly sought to 
56 spare.J 
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The equation of heresy with witchcraft came about 
partly in response to the insistence of the papacy that 
persecution of witches be forbidden unless heresy was 
proven in addition to witchcraft; this was the stand, for 
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example, of Pope Alexander IV in 1257. But "the great 
surrender" of the papacy was made by two Avignon Popes 
from southern France, John XXII and his successor, Bene-
dict XII, who had already waged war against the noncon-
formity of the old Albigensian and Vaudois heretics of 
Languedoc. "John XXII, who declared heretical the 
Franciscan doctrine of the poverty of Christ (so danger-
ously akin to the old Vaudois ideas), also, by his con-
stitution Super illius specula of 1326, authorized the 
full use of inquisitorial procedure against witches, of 
whom he lived in personal terror."5 It was to correct 
the hatred and intemperance, rather than to emulate him, 
that the late Pope John XXIII adopted a name which had 
not been used by a Father of the Church for centuries, 
perhaps out of sheer horror. The modern Pope John made 
the name synonymous with tolerance and fraternal love, 
whereas the medieval Pope John had associated the name 
with the most oppressive and paranoid church policy toward 
nonconformists. 
The old Faust books are written from the point of view 
of a devout Lutheran who must have felt as though pagan 
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astrological practice and superstition were creeping into 
his ken from at least three different sources: the common 
people still lived the old religion to an extent greater 
than is generally realized; pagan gods and zodiacal signs 
were becoming increasingly frequent in the decor of palaces 
and churches, and humanist scholars, even those who had 
made contributions to biblical studies, were encouraging 
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the reading of the Greek poets. 7 'Furthermore," the 
anonymous author of the German History of Doctor Johann 
Faustus declares in enumerating the bad influences on 
Faust's life, "Doctor Faustus found his ilk, who dealt in 
Chaldean, Persian, Arabian and Greek words." And these 
foreign words were used for conjuring. 
Many of the episodes in the History concern Faust's 
conjuring up historical personages or working feats of magic 
for the Emperor Charles V. In these chapters, the magician's 
role is similar to that of a court jester, or a comic wizard. 
In one instance, Faust is said to have placed a spell on a 
knight who had his head out the window, so that he sprouted 
great "hart's horns" and could not bring his head back in-
side. This tale had been told before, and it has at least 
a suggestion of the contemporary belief that the devil ap-
peared to people horned like a bull or a stag, a tradition 
which arose from the practice of the devotees of the old 
religion who were often lead in religious ceremonies by a 
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man wearing a horned mask. Margaret Murray offers a mul-
titude of evidence that this old religion was still- held by 
many of the common people, and it is her contention that 
the witch persecution was directed largely at this group. 
This argument is important for the Faust myth since the 
pact with the devil seems to have been the most universal 
charge made against accused witches, and in confessing to 
such a "pact," the accused was in fact admitting to a vow 
of fidelity, not to the devil in the Christian sense, but 
to the god of a non-Christian religion. 
"Heme the Hunter, with horns on his head, was seen in 
Windsor Forest by the Earl of Surrey in the reign of Henry 
VIII, and after that period it was a favourite accusation 
against all political enemies that they were in league with 
the 'foul fiend' who appeared to them in human form horned 
like a bull or a stag. Thus John Knox was said to have 
held converse with the devil in the Cathedral churchyard 
at St. Andrews," says Murray. Her evidence, together 
with that of Trevor-Roper and the vast Materials Toward A 
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History of Witchcraft by Henry C. Lea, make it ines-
capably clear that the rise in the witch persecution paral-
leled to an amazing degree the popularity of the Faust 
stories. Before discussing the literary history more fully, 
I wish to take up the peculiar character of the Faust myth 
which seems to have come from the old religion, or at any 
83 
rate to have been telescoped with the initiatory promises 
by devotees of this pagan cult: the pact with the devil. 
The Pact With the Devil 
In his Foreword to The History of Witchcraft by 
Montague Summers, Felix Morrow says concerning the pact, 
"The Christian conquerors made central to the defeated 
religion the idea of a compact with Satan. As Herbert 
Thurston tells us in the article on Witchcraft in the 
Catholic Encyclopedia. 'In the traditional belief, not only 
of the Dark Ages but of post-reformation times, the witches 
entered into a compact with Satan.' The compact with Satan 
appears to be an invention of Christian times. The Old 
Testament, while decreeing death for witches, does not 
know the compact." 3 While I agree with Morrow generally, 
I would make one qualification about the pact in the Old 
Testament: it is there in the form of a deal between God 
and Satan in the Book of Job, a form in which Goethe re-
lates it to Faust by having a "Prologue in Heaven" in 
which God and Mephostophiles bargain over Faust's soul. 
Trevor-Roper says "the concepts of a pact with the 
devil, of night-riding to the sabbat, of incubi and succubi. 
may derive from the pagan folk-lore of the Germanic peoples" 
(and he adds in a note that this position is taken by 
Weiser-Aall in a work on witches), "But," he insists, 
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"the weaving together of these various elements into a 
systematic demonology which could supply a social stereo-
type for persecution was exclusively the work, not of 
Christianity, but of the Catholic Church." 5 
But the main contention of Murray is that the pro-
fession of faith of the old religion was made into a pact 
with the devil by the persecutors, since the language in 
which the trials was recorded was the language of the 
Church according to whose theologians, the object of any 
worship other than the Christian God was the devil, and 
since the persecuted "witches" were for the most part 
illiterate. Reginald Scot mentions, according to Murray, 
that the witch went through three admission ceremonies. 
"The first was when she accepted the Devil's invitation 
to join the society, 'they consent privily, and come not 
to the fairies' assembly' (the connection of witches and 
fairies should be noted.)" Now it is true that the 
coven leader was thought to be the god incarnate, but he 
was therefore called a "devil" by the imposition of the 
language of the Church. "The issue has been confused, per-
haps purposely, by the use of the word Devil in its 
Christian connotation, for the name of the god, and by 
stigmatizing the worshippers as witches. The consequence 
is that the pagan people are now regarded as having 
worshipped the Principle of Evil, though in reality they 
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were merely following the cult of a non-Christian Deity." ' 
There are instances in which records indicate that 
vows for special service in a coven were made to the god 
of the cult for a particular period of years. For example, 
Murray says there still exists a record that Cromwell made 
a pact for seven years with the Devil on the night before 
the battle of Worchester, and he not only won an over-
whelming victory but died that very day seven years later 
68 in the middle of the worst thunderstorm in human memory. 
There are records of pacts made with the pagan god for life, 
and others where pacts are made for periods of years. 
Often, Murray notes, the years mentioned are seven or nine, 
the intervals which often separated the sacrifice of the 
god in his human form. "In all records of the substitute 
for the Divine Victim the mock king is allowed the royal 
power for a certain length of time before the sacrifice is 
consummated. This I take to be the meaning of the numerous 
stories of persons selling their souls for the sake of being 
rich for a term of years and being killed by the Devil at 
69 the end of that term." 7 
I wish to suggest that one purpose served by the early 
Faust stories was to discredit this pact with the pagan god 
by placing it in the light of a pact with the Evil Spirit. 
I think this helps to explain further the images of dis-
memberment of Faust's body at his death when the time of 
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his vow is up, though I have no idea whether the anonymous 
author intended such an association or not. 
The Later Literary Fortunes of Faust 
Looked at in the broadest over-view, the nearly 400 
year history of the Faust legend has several quite distinct 
phases. The first encompasses the earliest period, from 
1587 with the publication of the Spiess Faust Book, to 1684 
when Mountfort's Life and Death of Doctor Faustus. Made Into 
a Farce appeared. This was a disrespectful parody of Mar-
lowe's great Tragical History of Doctor Faustus which was 
first produced in 1592, and which still constitutes one of 
the most beautiful serious treatments of the theme in all 
literature. But the Mountfort farce, to judge from Eliza 
Butler's chronological listing of Faust works, stands at 
the head of a long list of comic treatments, puppet-plays 
and burlesques, which were popular still when Goethe was 
a young man. 
Let us look at this development in Faust's literary 
history in the light of the witch persecution, to see 
whether there is a correlation in the dates, Trevor-Roper 
says "Whatever allowance we may make for the mere multi-
plication of the evidence after the discovery of printing, 
there can be no doubt that the witch-craze grew, and grew 
terribly, after the Renaissance. Credulity in high places 
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increased, its engines of expression were made more ter-
rible, more victims were sacrificed to it. The years 1550-
1600 were worse than the years I5OO-155O, and the years 
I6OO-I65O were worse still."' By 1630, he says, the per-
secution had succeeded in increasing, rather than decreas-
ing the numbers of witches, and the witch-doctors have be-
come hysterical: "They demand and sometimes achieve, whole-
sale purges. By 1630 the slaughter has broken all previous 
records. It has become a holocaust in which lawyers, judges, 
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clergy themselves join old women at the stake."' It was 
in the wake of the greatest of all purges, Trevor-Roper 
says, perhaps in revulsion from it, that a reappraisal be-
gan. Skepticism asserts itself, and the craze begins to 
dissolve. "By the l680's the battle is effectively won, at 
least in the west."' 
I think this helps to explain the change in the dramatic 
image of Faust, an alteration which meets with shocked dis-
approval from Eliza Butler. "It is difficult to imagine 
how a man of taste and feeling, as Mountfort's contemporaries 
describe him, could have perpetrated this enormity, or how 
an audience, if it remembered Marlowe, could have enjoyed 
it. . . . For had he merely turned the whole situation into 
a farce, it would have been much more tolerable," Butler 
says, calling Mountfort's "deflowering and defacing" of 
Marlowe's tragic verse "a sacrilege that bears startling 
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witness to the depraved taste of the age which knew not 
Marlowe and bowdlerized Shakespeare."'3 
Our indignation can be tempered, as Miss Butler's is 
not, by the awareness that all over western Europe a night-
mare was coming to a close. Thousands of people had been 
burned at the stake after having been tortured into con-
fessions which implicated their neighbors, parents, hus-
bands, wives, children, who were then tortured and burned 
in turn. Suddenly, just when the horror was at its peak, 
it began to dissipate. Perhaps the ordeal of the whole 
culture, like the Viet Nam war, helps to account for the 
barbarism, the bad taste, that Butler notices. But the 
"roaring farce" of Mountfort found an audience. People 
wanted to laugh out of sheer relief that the nightmare was 
over, even at the expense of Marlowe's play. 
Long before Mountfort's farce, the subject of the 
alchemist as rogue and trickster had been treated on the 
London stage in BenJonson's The Alchemist, written and pro-
duced by the King's Men in l6l0.' One could cite this 
comedy of humours as evidence that, at least in London, 
the subject of occult and alchemical machinations could be 
laughed at much earlier than 1684, and there is a certain 
justice to this observation. But it is important to re-
member that in England, judicial torture was not resorted 
to in the witch trials, and that its victims were hanged 
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rather than burned. Also, as Trevor-Roper established by 
a careful study of the records, the numbers of people who 
were capitally punished in England was vastly over-
estimated, even by such eminent authorities as Lea. 5 
But most important, The Alchemist carefully skirts serious 
demonological issues, reducing the "pact" with the devil 
to a temporary shift in loyalty, for motives totally 
selfish, from the absent "solid-citizen-landowner" employer 
to the fly-by-night charlatan, a shift which involves no 
serious commitment since it is withdrawn as soon as the 
landlord comes back to assert his claim to the services 
of the wily servant, a kind of Elizabethan "Uncle Tom." 
Comic and tragic treatments of the Faust theme existed 
side by side during the seventeenth century, and among the 
common people the belief in Satan's power persisted far into 
the Romantic period. There was a very early tradition that 
the theatre cracked, terrifying the audience at a performance 
mentioned in Middleton's Blacke Booke of l604, a "visible ap-
parition of the Devill on the Stage at the Belsavage Play-
house, in Queen Elizabeth's dayes (to the great amazement 
of the Actors and Spectators) whiles they were prophanely 
playing the History of Faustus . . . there being some dis-
tracted with that fearful sight."7 
It is not surprising, then, that tragic Fausts con-
tinued to appear well into the Romantic period. Two of 
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these are of special interest: the first that of Friedrich 
Maximilian von Klinger, Faust's Life. Death, and Damnation, 
published in 1791. a year after Goethe's Faust Fragment, 
the second that of Honore Balzac, The Wild Ass' Skin, pub-
lished in I830, two years before Faust II. 
Klinger's four volume novel is somber and titanic, 
and represents, as Eliza Butler remarks, the answer of the 
Storm and Stress to the optimistic rationalism of Lessing. 
The author had been an intimate friend of Goethe, and 
though he may well have known of his Faustian plans, shows 
an altogether different attitude toward the subject than 
Goethe. The evil spirit in Klinger's novel is called 
Leviathan, his Faust is identified with the Fust of over 
100 years before Johannes Faust, an identification which 
was not original with this author. Klinger used Fust, 
reputed co-inventor of printing, in order to make use of 
the fifteenth century rather than the sixteenth for his 
grim picture of corruption in the human race, and in order 
to make some points about printing. 
Outraged that the religious authorities reject his 
copy of the Latin Bible which he has printed by hand, this 
Faust invokes the devil in a rage, only to find that the 
fiends were engaged in celebrating in honor of the inven-
tion of printing since they expected by its means to gain 
many souls. Faust makes a wager with Leviathan, tries to 
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right the grim and overwhelming evils he sees everywhere, 
only to learn with terrible finality that all his efforts 
serve merely to make things worse. Klinger*s Faust is 
consigned to a terrible and permanent hell where he is to 
spend eternity contemplating evil in himself and every-
where else. There are echoes of Prometheus in the re-
bellious speech late in the story: "I hate the world, 
humanity and myself more bitterly than before. Why was 
I given the longing for happiness since I was born to 
suffer? Why the yearning for light, since I was born for 
darkness? Why the thirst for freedom since I was born a 
slave? Why the desire to fly since I was made a worm?"'' 
Balzac's novel is not explicitly a Faust story, yet 
it has decidedly Faustian elements and Georg Luklacs dis-
cusses it in relation to Goethe's Faust. The magic skin 
which the hero finds in an antique shop in Paris has over-
tones of animal sacrifice and pagan mythic themes like the 
Golden Fleece, but it is used in the story to set up a 
negative ratio between pleasure and time in a fashion 
reminiscent of Oscar Wilde's Picture of Dorian Gray. The 
name of the hero, Valentin, too connects Balzac's story 
with Wilde's and with Goethe's since that is also the name 
of the brother who dies defending the honor of the Gretchen-
figure in the Wilde novel and in Goethe's Faust I. Perhaps 
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it is also worth mentioning that Valentine is the name of 
the brother of Margarita in Gounod's Faust of I859. 
In between these two tragic Fausts there was published 
a Romantic Faust tale, that of George Gordon, Lord Byron 
in Manfred (I8I7). Though this is gloomy and gothic enough, 
still the ending is curiously reassuring: Manfred simply 
dismisses the devil when he comes to collect his part of 
the bargain, brushing him off with the curt assertion that 
he owed Satan nothing, and the baffled fiend leaves empty-
handed. 
Since the beginning of the twentieth century, the over-
whelming tendency is toward tragic Fausts as the theme is 
used to express a sense of the evil that is greater than 
human malice in the face of two world wars and the possi-
bility of nuclear disaster. Par Lagerkvist's The Hangman, 
written early in the Second World War as a Nazi protest 
play, like his Philosopher's Stone, treats the theme of 
anti-semetism in terms of Medieval theology, demonology, 
and alchemy, together with themes of Scandinavian and 
Germanic folklore. The mandrake root which functions as 
a talisman in The Hangman goes all the way back to the moly 
flower of Homer by who knows what obscure route. The 
"hangman" figure is the hanged man of the Tarot cards, but 
also the "hanged god" of the Northland who resembles in 
many ways Christ who is said to be both the victim and the 
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one who offers the victim. 
For those of us who lived through the Hitler regime 
in Germany, Lagerkvist's plays focus the close connection 
between the persecution of the Jews, the heretics, and 
the witches, since, as Trevor-Roper points out, there are 
certain geographic areas where these three stereotypes 
have alternated as objects of persecution, where at times 
they have been persecuted simultaneously. Bavaria, for 
example, was the center of a particularly'violent Counter-
Reformation. 
Die Teutschen wurden wohlgemut, 
Sie giengen in der Ketzer Plut 
Als wers ein Mayentawe. 
Trevor-Roper quotes "a peculiarly revolting song of Bavarian 
orthodoxy" which he also translates: "The germans were 
high-spirited* they waded in the blood of heretics as 
though it were summer dew." And he concludes with the 
cryptic comment, "In our time Bavaria was the cradle of 
Nazism."78 
But, as the reviewer of the most recent Faust drama 
remarked, there are some 200 works about the scholar who 
sold his soul to the devil just since Goethe. The Dedeyan 
survey of Faust works in addition to the third volume of 
the trilogy by Eliza Butler, The Fortunes of Faust, pro-
vide ample detailed discussion of the wide overview of the 
theme in literature, and there is a survey of the 
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Faust-Theme in Dramatic Music published in 1916 by Coit R. 
Hoescht, though it is limited in the number of subjects it 
deals with and is of course by now out of date. It does 
not include, for example, Stravinsky's L'Histoire du Soldat 
nor of course the new Faust Counter Faust which opened re-
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cently in Minneapolis,'7 an opera within an opera which 
draws on many previous Fausts and whose music was composed 
by John Gessner. 
Thomas Mann's Doctor Faustus is the contemporary work 
which I singled out for special scrutiny in the third chapter 
of the present study since it is generally acknowledged to 
be the most complete embodiment of the theme in the twentieth 
century, and since, because of Mann's conscious use of myths 
of the past and his compassionate involvement in the myth-
making process at work in his own period, I found it ad-
mirably suited to my purpose. Since any German writer 
necessarily relates to Goethe when he treats the Faust theme, 
I have spent some time analyzing features of Goethe's Faust 
I and II which I felt relevant as a preliminary step to the 
main consideration of Chapter III. 
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CHAPTER III 
THOMAS MANN'S DOCTOR FAUSTUS IN WHICH 
ALL THE DESCENT MYTHS CONVERGE 
"It is you (Faust) and not I 
who are the father of the 
atom bomb." 
- Oppenheimer in Charles 
Marowitz's "Prologue to 
Dr. Faustus"1 1971 
Goethe's Faust 
In the sixteenth century, as we have seen, the Faust 
myth exploded into being as a morality tale warning of the 
bad end awaiting those who veer from orthodoxy, especially 
in seeking to know the physical universe. In the late 
seventeenth century, when at last the most violent slaughter 
of witches began to wane, the patently propagandistic 
quality of early serious versions of the story is under-
mined by means of farcical forms in which even the sublime 
Tragical History of Marlow is suddenly distanced. As a 
young man in the late eighteenth century, Goethe saw a 
melodramatic version of Faust on the puppet stage. The 
Inquisition, witch persecution, Reformation and Counter-
Reformation with their blood-letting were behind him, the 
excitement and ambiguous promise of the French Revolution 
around him. When he wrote the final draft of his Faust 
drama, he added to it that ironic "Prologue in Heaven" 
which-sets the play in the biblical mode most suited to 
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irony, that of the Book of Job. The effect of this "Pro-
logue," is to set the play in ironic juxtaposition to the 
sixteenth century Faust, and to provide in turn a new 
mythology against which the writers of the nuclear age 
set their tragic Faust. 
2 In Northrop Frye's theory of modes, the ironic mode 
undercuts the old myth, revealing the protagonist in a 
situation of frustration and bondage from which, It be-
comes clear, the old myth fails to rescue him, as the 
broken harmonium beside the picture of the Sacred Heart 
in Joyce's Eveline suggests the inefficacy of Catholic 
theology at a certain time and place to solve the heroine's 
psychological problem, to liberate her from the fear of 
the father, the spell of the dead mother. So Goethe's 
Faust reveals a protagonist who is a pawn in a game played 
between God and Mephostophiles. Strive as he may, the 
conditions under which Faust finds himself make genuine 
moral freedom impossible. In fact Goethe rearranges the 
moral landscape so that one cannot evaluate Faust's situa-
tion on a plane with that of traditional Fausts, either 
Marlowe's or that of the old Faust Books. To a far greater 
extent even than in Paradise Lost. God is seen as a pompous 
dictator, basking in the adulation of the "good" angels, 
while Mephostophiles comes off as admirable: unwilling 
to bow to tyranny, critical of the Lord's having placed 
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man in an impossibly divided position, compassionate of 
man's suffering even, and constantly and humorously under-
mining the moral pretensions of Faust. 
The myth that is undercut in the irony of Goethe's 
poem is the world-view presupposed in the old Faust stories, 
a world in which God is good, the devil is evil and power-
ful, and the man who inordinately desires knowledge of a 
certain kind pledges his soul to the devil thereby merit-
ing eternal hell. The forbidden knowledge for the late 
Middle Ages was a penetration into the innermost constitu-
tion of the physical world, "to speculate the elements" in 
the words of the Faust Book. In the words of Goethe's 
Faust: 
Da/? ich erkenne, was die Welt 
Im Immersten susammenhalt, 
Schau alle Wirkenskraft und Samen. ~ 
Und tu nicht mehr in Worten kramen. 
The old Faust of the History used books to gain his demonic 
power* the Romantic Faust scorns the narrow, cramped world 
of books, and laments that the "voller Mondenschein" finds 
him in his dusty study. He longs to walk on the mountains 
and experience moonlight directly instead of having its 
luster dimmed by passing through stained glass. 
Goethe's Faust has had too much of academic learning, 
and wants intense experience, painful and well as pleasur-
able, so long as it is intense. When Mephostophiles assumes 
he desires only pleasure, Faust vehemently corrects him: 
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Meph. . . . You're welcome to what gives you 
pleasure. But help yourself and don't 
be coy. 
Faust: Do you not hear, I have no thought of joy!. 
The reeling whirl I seek, the most painful 
excess, 
Enamored hate and quickening distress. 
Cured from the craving to know all, my mind 
Shall not henceforth be closed to any pain, 
and What is portioned out to all mankind, 
I shall enjoy deep in my self, contain 
Within my spirit summit and abyss, 
Pile on my breast their agony and bliss, 
And thus let my own self grow into theirs 
unfettered, 
Till as they are, at last I, too, am shat-
tered.^ 
Both in the infinite desire represented in these words and 
in Mephostophiles' reply, there is the suggestion that 
Faust wishes to take on the suffering of all mankind, an 
apparently Christlike goal. Mephostophiles replies* 
Believe me who for many a thousand year 
Has chewed this cud and never rested. 
That from the cradle to the bier 
The ancient leaven cannot be digested. 
Trust one like me, this whole array 
Is for a God—there's no contender: 
He dwells in his eternal splendor, 
To darkness we had to surrender, 
And you need night as well as day.5 
He wishes to take on the suffering of mankind, though he 
knows it will crush him, as he has been warned it has de-
feated Mephostophiles. This desire would seem to ennoble 
him, to make him a martyr or savior figure; however, the 
"constant striving" for which the angels say they are per-
mitted to save Faust at the end is nowhere specified as a 
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striving for moral goodness, nor is there any suggestion 
that his "constant striving" will actually help or redeem 
anyone else. On the contrary, even the supposed humani-
tarianism of his project at the drama's conclusion turns 
out to be an illusion. 
In any case, the new myth toward which Goethe's 
ironic rendering of the Faust myth tends is a Romantic 
though qualified optimism about the human condition set 
against a morally rearranged universe. One shift of value 
involved in Goethe's moral rearrangement of the universe 
is a redress in the relative merits of God and Satan. It 
might prove helpful in considering this redress (in which 
God appears not altogether admirable, Satan not without 
virtue), to mention Carry Van Bruggen's analysis of what 
she terms "the opposition figure" in literature in her 
book, Prometheus. In a chapter on "Prometheus and the 
Medieval Devil," Miss Van Bruggen points out that the op-
position figure fares better or worse, that is, receives 
more or less sympathetic portrayal, depending on who is 
doing the portraying and upon whether the period in which 
the literary work is produced is characterized by indi-
vidualism or collectivism. Because the Greek spirit which 
produced the Prometheus legend was free and admired indi-
vidual opposition to those in power, Van Bruggen claims, 
Prometheus is depicted as a great hero, a champion of 
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mankind though he was to suffer for it. Because the 
Medieval Church had gradually lost the individualism of 
the early Christian community, its opposition figure, the 
Devil, is depicted as totally evil, absolutely without 
redeeming qualities. She speaks of the Sermon on the 
Mount as stressing subjective morality, the person's mo-
tives and purposes, in contradistinction to Hebraic law 
which stressed overt deeds and their consequences. By 
the Middle Ages she claims the Church had fallen back into 
legalism. The individual person is depersonalized, per-
sonal faith degenerates into dogma. From being personal, 
sin becomes inherited, from being subjective salvation 
becomes objective (for example, atonement by Jesus' death, 
through the sacraments). There is a concomitant collec-
tivism in society, Van Bruggen further claims* the 
hereditary ruler's class against-which the Renaissance 
was to see an individualist reaction. Because opposition 
was not tolerated in the Middle Ages but uniformity was 
required, she asserts (pp. 112-113), the devil from a 
symbol of resistance becomes a symbol of objective evil 
(evil as such). 
Miss Van Bruggen does not -deal with the possibility 
raised by scholars (like Gilbert Murray) that in the lost 
plays of the Aeschylean trilogy, the good qualities of 
Prometheus had been assimilated to Zeus so that the 
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"abraxis" image which had been split into the threatening 
Zeus and the protecting Prometheus at the opening of the 
drama has fused once more by the final act. But I think 
in a general way her point is well taken, and that, her 
analysis helps to understand shifts and degrees of sympathy 
in literary portrayals of figures who oppose authority. 
Certainly there is a correspondence between the Church's 
insistence on conformity in doctrine and the obessive 
concern with the devil in the late Middle Ages, though as 
we have seen above (Chapter II) Trevor-Roper amply demon-
strates that this preoccupation with the devil was to be 
acted out with greatest ferocity not in the Middle Ages 
proper, but in the "waning" of the Middle Ages and even 
more vehemently in the 16th and 17th centuries, the great 
age of the Renaissance itself. 
At any rate Goethe makes his "opposition figure" 
quite sympathetic, Faust already depraved before Mepho-
stophiles tempts him, and the Lord a good deal less at-
tractive than Satan. Goethe's God lacks a sense of humor, 
and enjoys a position of power which allows him to receive, 
perhaps to demand, the adulation of the archangels. One 
could even argue that Goethe's Mephostophiles displays 
greater moral sensitivity than the Lord, since it is he, 
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not God, who expresses pity for the misery of human beings, 
a truly Promethean touch. The audience instinctively 
feels Mephotophiles is admirable for withholding songs of 
praise for a deity who appears despotic and vainglorious. 
Addressing The Lord after the three archangels have 
spoken, Mephostophiles says ". . .My pathos certainly 
would move Thy laughter,/ If Thou hadst not all merriment 
unlearned." He himself, he continues, is unable to sing 
of "suns and worlds" as the archangels have just done in 
praise of Godj instead he claims to be concerned only 
with human misery, a misery for which he blames God: 
Life somewhat better might content him, 
But for the gleam of heavenly light which 
Thou has lent him: 
He calls it Reason—thence his power's increased 
To be far beastlier than any beast. 
And a little later, again Mephostophiles, 
o 
Man's misry even to pity moves my nature. 
One could argue that the wily Mephostophiles is misrepresent-
ing himself here, but such a view seems countered by the en-
tire weight of the play as a whole. The Lord seems little 
bothered by the moral flaws of Faust, excusing him on the 
grounds of desire, perhaps the same "constant striving" 
which finally saves him; "While Man's desires and aspira-
tions stir,/ He cannot choose but err."9 which suggests 
that Faust is not free to do otherwise. 
And with Faust's "erring" we come to the third feature 
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of Goethe's rearrangement of the moral landscape that we 
mentioned above: Goethe's Faust does not "fall": he be-
gins and ends the play an evil man, not essentially changed 
by his liason with Mephq&ophiles. In this respect he is 
radically different from other Fausts: usually the pact 
with the Devil represents an irrevocable break with good-
ness and a decisive submission to evil. Not in Goethe's 
drama. 
That he begins a cynical man, unrepentant of earlier 
sins is clear at once in Act I when he tells Wagner with 
callous indifference that the peasants are foolish to 
greet him gratefully as a benefactor: they believe, he 
says, that Faust and his father treated their sick in an 
epidemic years ago, whereas in truth the two physicians 
merely used the people as guinea pigs for their experiments 
with drugs, probably killing as many through their minis-
trations as would have died from the plague anyway. That 
he concludes in the same moral state is manifest from the 
attitude he takes toward the wiping out of the old couple 
whose dwelling is in the way of his great ecological project: 
he is mildly annoyed that Mephostophiles has destroyed them 
when he simply gave instructions to get them out of the way. 
Had he undergone any real moral change, his attitude would 
have been different. When he is saved anyway, because of 
his "constant striving," the moral seems to be not that he 
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resisted the Devil's temptation and remained "good," or 
became "good" in spite of everything, but rather that he 
did all that man can do. That is, he escaped the abstrac-
tion and ennui attendant upon the intellectual life by 
means of throwing himself into action and experience, even 
though .the consequences of such immersion in sense experi-
ence are at best morally ambiguous. 
Perhaps the key factor in the moral rearrangement of 
the universe, however, appears in the role of the "Stage 
Manager" in the "Prelude on the Stage." In this strange 
episode the stage manager and the poet converse, in a way 
oddly parallel to the conversation of The Lord and Mepho-
stophiles in the "Prologue in Heaven," or, more precisely, 
as though The Lord and Mephostophiles were fused in a 
single personality in the Stage Manager, and the poet 
parallel to Faust. 
The audience finds that, just as the peasants are 
foolish to attribute benign motivation to Faust and his 
father, so they themselves as spectators are foolish to 
attribute benign motivation to the Lord, whose true moral 
quality appears unmasked in his alter-ego, the Stage Manager. 
In this character the entire abraxis appears: he is paral-
lel neither to Mephostophiles nor simply to the Lord but 
displays the characteristics of both* he is in the role 
of manipulator relative to the poet as God is in the role 
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of manipulator relative to Faust, yet he reveals the same 
oynicism and contempt for the common people that Mepho-
stophiles shows and encourages Faust to show during the 
entire play. For example the Stage Manager urges the 
poet to provide mindless spectacle without thought or 
refinement to the audience who come to stare, "to gape in 
stupid wonder." 
I find it astonishing that Goethe scholar Victor 
Lange in his "Introduction" to the Modern Library College 
Edition of Faust, though he notes that the "Meditation," 
the "Prelude on the Stage," and the "Prologue in Heaven" 
were composed very late, under the influence of Schiller 
when Goethe had taken up the Faust theme again as a mature 
man, nevertheless asserts, 
Neither the 'Dedication' nor the 'Prelude on the Stage* 
contains anything that is related to the action of 
the play: the first states the poet's attitude 
toward the material he is about to present, the 
second indicates the special nature of the spectacle 
to be produced.11 
If they contain nothing related to the action of the play, 
why would a consummate artist like Goethe include them? I 
think both are essential to understanding the play, just as 
the "Prologue in Heaven" is essential. 
In presenting the stage manager as a parallel to The 
Lord, Goethe is able to suggest the fusion of good and 
evil, of light and dark aspects' of God—as Jung would say, 
the abraxis. God is a stage manager, a master of illusion. 
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packing in the suckers like a cosmic W. C. Fields. The 
poet in the "Prelude on the Stage" (a persona for Goethe 
very much like the long-suffering Werther) parallels 
Faust in the play itself, finding himself against his 
will under the domination of the Stage Manager, as Faust 
finds himself unwillingly under the domination of "The 
Lord." 
In fact, it is just in relation to the Prelude on 
the Stage that the Prologue in Heaven with its obvious 
parallel to the Book of Job takes on significance. As 
Jung points out in his Answer to Job. God is perceived 
in that book at a particular stage of Hebraic development 
as neither just nor unjust: what Job sees when he con-
fronts God in the whirlwind is a Being who tries to over-
whelm him by sheer force, but who is in fact less moral 
than his creature: 
This is one thing, therefore I said it, He 
destroyeth the perfect and the wicked. 
If the scourge slay suddenly, He will laugh 
at the trial of the innocent.12 
Jung remarks that the God revealed in Job is amoral and that 
the animal symbolism associated with Yahweh in Ezekiel re-
veals borrowings from Egyptian deities like Horus and his 
four sons. Jung observes, "Of the four animals of Yahweh 
only one has a human face. That is probably Satan, the 
godfather of man as a spiritual being. 3 
Ill 
Goethe has taken Milton's God-Satan relationship an 
important step further* in Paradise Lost. Satan is an at-
tractive anti-hero, God an egocentric and somewhat tire-
some old man. Still Milton's Satan is evil and God the 
model of rectitude even if not warmly benign in any 
strictly human sense. In Goethe God is finally shorn of 
all godlike qualities except power: he is neither just 
nor merciful nor wise, but he can do as he likes: he is 
the Stage Manager because he pays the poet, and the poet, 
in masochistic submission, acquiesces. 
The element which characterizes Goethe's Faust, which 
gives it its special "Romantic" quality and which at the 
same time links it to the original Faustbook. is to be 
found in the contrast between the Margaret and the Helen 
episodes which occur in Parts I and II respectively. Like 
the infinite arousal with indefinitely delayed gratifica-
tion of Keat's Ode on a Grecian Urn, and the turning away 
from real Arab maidens to the ideal dream woman in Shelley's 
Alastor. Goethe's Faust images the fleeting and finally in-
adequate attraction of the real, finite woman Margaret, 
which finally gives way to the infinite because* hallucina-
tory charms of Helen. In this respect Goethe is faithful 
to an older tradition, one to which Thomas Mann also ad-
heres in his treatment of the Faust legend. In Doctor 
Faustus the only real woman who interests Adrian Leverkuhn 
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sexually is the prostitute whom he names "Haetera 
Esmeralda" and from whom he wilfully contracts syphillis. 
After his pact with the devil, Adrian is permitted all 
the women he desires in phantasy, but he is strictly for-
bidden to love real people, and horrible fates overtake 
those real people to whom he extends even the slightest 
affection. 
In both Goethe's Faust and Mann's Doctor Faustus. 
the real woman is abandoned, the imaginary woman embraced, 
and the pattern for both is in the old Faustbook, in which 
Faust's plan to marry a real woman occasions lightning 
and earthquake, since Mephostophiles claims the pact pre-
cludes marriage, but gives Faust instead devils in the 
guise of any and all the beautiful women his heart de-
sires including, finally, Helen of Troy. 
Mann's Doctor Faustus 
In her recent book on Mann's Doctor Faustus. Gunilla 
Bergsten remarks, "Mann takes little, surprisingly little, 
from Goethe." But that is not strictly true. Mann plays 
off the Faust of Goethe which he greatly admired against 
the contemporary calamity of Germany and the whole world, 
on the one hand, and against the gothic majesty of the 
somber sixteenth century Faust on the other. Even when 
Mann is following Goethe, he sometimes does so with ironic 
displacements and re-alignments. 
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There is a Helen in the novel, for example, but she 
is the homely wife of the narrator, Serenus Zeitblom, the 
Faust-figure's somewhat excessively dedicated friend. In 
place of Euphorion, the ephemeral Lord Byron-like off-
spring of Helen and Faustus, Mann describes an incredibly 
beautiful child, Nepomuk Schneidewein, the composer's 
nephew. This character is modeled, as Mann says in Story 
of a Novel, on his own grandson whose speech and manner 
served as model. 
Only in the final confession of Adrian does the reader 
learn the role in the composer's imagination played by 
this extraordinary child: he regarded "Echo" (as the boy 
was nicknamed) as the offspring of himself and an imaginary 
woman he calls Hyphialta, whom he identifies with the lit-
tle mermaid of Anderson's fairy tale, a figure mentioned 
repeatedly throughout the novel in a kind of leitmotif. 
Since Echo is actually the child of Adrian's sister, Ursula, 
and her husband Johannes, the reader is aware that the boy 
is Adrian's son only in the composer's phantasy. But the 
precise character of that phantasy suggests that Mann is 
working within the Medieval theological tradition concern-
ing the devil transmitting seed as incubus which he has ob-
tained as succubus. 
In his final confession, Adrian explains to his circle 
of friends his entire demonic history. This confession is 
analogous both to the final night of Faust who called his 
friends together to watch and pray with him before the 
Devil mutilated his body at the moment of his death, (on 
the completion of the time allotted to him by the pact) 
and to the agony in the Garden of Gethsemani when Christ 
asked his disciples to watch and pray with him before 
the ordeal of his death. After confessing his pact with 
the Devil, attributing all his subsequent compositions to 
demonic inspiration, recounting his liason with "Haetera 
Esmeralda," the prostitute, Adrian speaks also of his 
having been given by Satan the little sea-maid as his 
bride: 
•Only certes I should suffer the knives of pain 
therefor, even in the time, as the little sea-
maid suffered them in her legs, which was my sister 
and sweet bride, and named Hyphialta. For he 
brought her me to my bed as my bed-sister that I 
gan woo her and loved her ever more, whether she 
came to me with>the fishes tail or with legs. 
Oftentimes indeed she came with the tail, for 
the pains she suffered as with knives in the legs 
outweighed her lust, and I had much feeling for 
the wise wherein her tender body went over so 
sweetly into the scaly tail. But higher was my 
delight even so in the pure human form and so for 
my part I had greater lust when she came to me in 
legs.' . . .'Thereupon did Hyphialta get with 
child and accounted me a little son, to whom with 
my whole soul I clung, a hallowed little lad, 
lovelier than is ever born, and as though come 
hither from afar and of old stamp.'15 
His calling the sea-maiden his "sister and sweet bride," 
his "bed-sister," suggests that in Adrian's mind, perhaps 
only in the final confusion which preceded total mental 
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collapse, he might have identified the mermaid of Ander-
son's fairy tale with Ursula, his own sister, the actual 
mother of Echo. Nothing in the novel suggests an overt 
sexual relation between the brother and sister, but a 
great deal lends itself to an incestuous relation in 
Adrian's phantasy. 
External to the novel is the incest-motif of The Holy 
Sinner which Mann wrote just after completing Doctor 
Faustus. and which is actually a full-length treatment of 
a tale from the Gesta Romanorum recounted in Doctor Faustus 
where it occurs as the subject of a suite composed by 
Adrian. This tale was entitled "Of the Birth of the Holy 
Pope Gregory" and includes an incestuous love affair be-
tween a brother and sister of royal blood, their engender-
ing a male child of extraordinary beauty, and the subse-
quent marriage of the son to the mother who suspects but 
does not look into the origins of her young suitor until 
after their wedding. It is this handsome youth who is 
called by the voice of God in the tale to become Pope after 
having done sixteen years of penance chained to rocks on 
an island. That this tale fascinates Adrian and becomes 
the subject of a musical composition, suggests that Mann 
wishes the reader to be aware of Adrian's fascination with 
the incest motif. 
But over and above all this is the peculiar and 
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otherwise baffling insistence especially in Chapter IV but 
throughout the novel, on the duplication by Adrian of his 
childhood residence and all its population in his choice 
of home in later life. This correspondence is mentioned 
again and again, down to the uncanny detail that the 
father-figure in each home, Adrian's real father from whom 
he is said to have inherited his curiosity about "speculat-
ing the elements," and Max Schweigestill, his counter-part 
at Pfeiffering, die at the same age and almost on the same 
day. Both men smoked pipes, both turned their estates over 
to their elder sons. Similarly each location has its dog, 
one named Suso, one Kaschperl, and each has a stable-girl 
with cow-dung on her feet (one named Waltpurgis). Each 
has a pond and a huge tree, a mother and a sister figure 
as well. This parallel is "disturbing" to Serenus, who 
finds it baffling, seeing in it a distasteful "burying 
oneself in one's earliest, outlived childhood," (p. 26) 
asking himself whether this "artificial 'return'" were 
merely a whim. 
I think the final confession of Adrian, i.e., that he 
was the father of the child of incredible beauty by his 
"sister" and "sweet bride," the little mermaid, suggests 
that Mann is viewing the Faust legend through both Freudian 
psychoanalytic theory and the Medieval tradition regarding 
the sexual characteristics of the Devil. It is in keeping 
117 
with the earliest treatments of the Faust legend that 
Mephostophiles offer his charge unlimited sexual gratifica-
tion of an imaginary kind, in keeping with the theology of 
the Devil that he could as succubus procure seed and as 
incubus impregnate, though it was disputed whether he had 
generative power himself; and it is in keeping with Freud's 
psychoanalytic theory that the neurotic regress to or be 
emotionally arrested at some infantile level. 
Side by side with the child Echo there is another 
child—the violin concerto composed by Adrian for Rudolf 
Schwerdtfeger, and called their "child" by the violinist 
when he first requested that Adrian write it. In fact, the 
scene in which this composition is first mentioned can be 
viewed as a homosexual parody of Faust's seduction of 
Gretchen in Goethe's Faust I: this interpretation is con-
firmed by a veiled reference to it also in that amazing 
final confession of the tormented composer. 
In Chapter XXXIII, Adrian is isolated in a darkened 
room, formerly the Abbot's room, where he first murmurs 
sardonic words about the little mermaid's desire for an 
immortal soul, and later receives Rudi, the violinist in 
a combination confession and seduction scene. In almost 
whispered tones, Rudi confesses his erotic entanglement 
with Inez, assuring Adrian all the while that he prefers 
masculine company to "going to bed with women," (p. 350), 
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and confiding that Inez had taken the male role in their 
sexual affair, having seduced him and regarding his person 
with feverish jealousy. At this point Rudi also confides 
to Adrian his dream that the composer will write the 
concerto for Rudi to perform, in order to fulfill his 
great need of symbolic expression of their relationship: 
'I want to get it ^ the concerto/ into myself so 
I could play it in my sleep, and brood over it 
and love every note like a mother, and you would 
be the father—it would be between us like a 
child, a platonic child—yes, our ooncerto, that 
would be so exactly the fulfillment of everything 
that I understand by platonic.' (p. 350) 
And if that were not clear enough evidence of the parodic 
nature of this relationship, Mann concludes the chapter by 
speaking of the "defencelessness" of Adrian's "solitude 
against such a wooing." (p. 351) That there was a love 
relationship between Rudi and Adrian (at least in Adrian's 
imagination), becomes clear when, just after his confession 
about the beautiful child, Adrian speaks of having loved 
a man: 
•But since the 'child was flesh and blood and it 
was ordained that I might love no human being, he 
slew it, merciless, and used thereto mine own 
proper eyes. For you must know that when a soul 
is drawn violently to evil, its gaze is venomous 
and like to a basilisk, and chiefly for children. 
So this little son full of sweet sayings went from 
me hence, in August-month, though I had thought anon 
such tenderness might be let. I had well thought 
before that I, as devil's disciple,/might love in 
flesh and blood what was not female, but he wooed 
me- for my thou in boundless confidence, until I 
graunted it. Hence I must slay him too, and sent 
him to his death by force and order.* (p. 501) 
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Though he does not mention the "ohild" of himself and Rudi, 
the concerto, it is clear that the violinist is meant here 
("he wooed me for my thou"), since Mann has stressed the 
young man's repeated efforts to achieve the intimate "du" 
in his talk with Adrian, and Rudi's death comes about 
through his entanglement with Adrian's circle of friends. 
Adrian as Christ Figure 
As I have said above (Chapter II), the original Faust 
stories seem to have been written by pious Lutherans, per-
haps clerics as in the case of Pastor Gast, against abuses 
associated by the protestants with Catholicism. In Jean 
Seznec's book, The Survival of the Pagan Gods, there is a 
good deal of evidence that prominent clerics and political 
figures within the Catholic Church had been more and more 
interested in astrology and that pagan figures and themes 
appeared with increasing frequency in strange combination 
with Christian symbols in the architecture of the lade Mid-
dle Ages, though according to Augustine's view the honor 
of such pagan icons was equivalent to devil worship. Per-
haps the monastic interest in empirical science consequent 
on the rediscovery of Aristotle in addition to the revival 
of a pagan mythographic tradition helped to scandalize 
Luther and to precipitate a repudiation of both elements 
on the part of the Lutheran theologians. In any case, Mann 
seems at first glance to be reversing the rhetorical 
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direction of the original Faustbooks when he has the nar-
rator (who is aghast at the demonic undertakings of his 
friend) be a Catholic, the Faust figure Lutheran. Does 
he do so in order to subtract any merely denominational 
quarrel from the book's theme? If so, it is curious that 
Adrian is viewed or perhaps more accurately, projected, 
into a Catholic role, and finally into the role of the 
suffering Christ. 
What makes Adrian seem Catholic rather than Lutheran? 
Because of course as a Christ figure he could be either. 
From the first Serenus worries about his friend's choice 
of a field of study, fearing that no ordinary, secular po-
sition would be worthy of Adrian's high gifts, and that if 
Adrian were only Catholic, a meteoric rise through the 
ranks of the hierarchy might be appropriate. Furthermore, 
Serenus thinks that the precious ring Adrian is given as a 
gift by an admirer is one that might have graced the hand 
of some "prince of the Church." (p. 393) Mann places 
Adrian's long-time residence in a house formerly occupied 
by the Augustine Order of monks (p. 205), Adrian's room 
the Abbot's chambsr (in which his suffering and "confessor" 
activities take place). In Italy Adrian and Rudi Schild-
knapp at Palestrina get permission from the monks in a 
cloister above the town to work in the monastery garden, 
where they were "apart" like silent monks in surroundings 
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which suggest the gothic: untended garden plots in pine-
scented shade surrounded by crumbling walls (p. 215). 
Adrian chose the place for all practical purposes for the 
same motive one might enter a cloister: "I am looking," 
he wrote to me, "I keep asking round about and hankering 
for news of a place buried from and untroubled by the 
world, where I could hold speech alone, with my life, my 
destiny." (p. 209) As Serenus divines, it is a demonic 
religious impulse rather than a holy one which he has in 
mind. It is in this setting in Italy in which occurs the 
long conversation with the Devil recounted in Chapter XXV, 
a conversation written down by Adrian in "his small, old-
fashioned, florid, very black round-hand, the writing of 
a scribe, a monk, one might say" (p. 221). He lives with 
Rudiger SchUdknapp in what Serenus calls a "community 
of chastity"; Adrian lives "the life of a saint," there is 
something in his nature of noli me tangere" (p. 220). 
In associating with Adrian these words of Christ to 
Mary Magdaline on Easter morning, Mann sounds a theme 
which is to intensify as the novel progresses to its con-
clusion: Adrian is a Christ figure at the same time that 
he is a Faust figure. To cite only a few of many passages 
which demonstrate this, in one instance Adrian speaks of 
his awareness of his musical vocation as that of a savior 
of art. 
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Serenus speaks of Adrian's "Ecce-homo countenance," 
his hands "crossed on his breast like a saint's on a 
medieval tomb," the lengthened and more hollow face "now 
strikingly like an El Greco nobleman's," when he visits 
the composer after his collapse on the occasion of his 
final confession (p. 5°9)> Here is a fine example of 
Mann's use of mythic themes, and of his famous collage 
technique. Ecce-homo identifies Adrian with Christ before 
Pontius Pilate, the innocent savior accused and facing 
death. But it also identifies him with Nietzsche since 
it refers also to the philosopher's famous autobiography 
by that name from which Mann mentions having quoted in 
the novel. The crossed hands and hollowed face allude both 
to the emaciated saint and to the dying Hugo Wolff as he 
is described in the biography by Ernest Newman which, to-
gether with Wolff's Letters. Mann read intensively in prep-
aration for the writing of Doctor Faustus. Wolff's final 
illness and death are repeatedly drawn on for descriptions 
of the last days of Adrian. Like Nietzsche, Wolff also 
died of syphillis, so the composer of the "lieder" is fused 
in Adrian with the philosopher who traced the origin of 
tragedy to music and who imagined in his final days of 
madness that he himself was Christ. 
From Mann's essay on Nietzsche dated some twelve years 
after the publication of Doctor Faustus. it is apparent 
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that Mann perceived Nietzsche with some ambivalence. Just 
as he depicts the fictional embodiment of Faust-Wolff-
Wagner-Nietzsche as Christ and at the same time as anti-
Christ, so he sees the philosopher in historical reality. 
He speaks of Nietzsche's destiny which brought him to "a 
martyr's death on the cross of thought." It is in this 
essay that Mann puts together the visit to the brothel 
and the subsequent return to the prostitute from whom he 
contracted syphillis. Nietzsche's medical history, the 
book by Dr. Paul Julius Mobius describing Nietzsche's de-
velopment as a case history in progressive syphillis, 
Nietzsche's own description of his suffering, are put to-
gether to delineate what Mann calls "the heart-breaking 
spectacle of self-crucifixion." 
In this context there is a good statement of Mann's 
preoccupation with the identity of destiny, genius, and 
disease. Here also he develops the notion of paradox which 
underlies the seemingly illogical good-and-evil, corrupt-
and-holy, Christ-and-Faust theme of the novel which, as 
Mann remarked, had so much of Nietzsche in it that some 
have called it a Nietzsche novel. 
Nietzsche spoke of much that he loved with "desperate 
cruelty," Mann points out. Wagner is damned and then 
spoken of with reverence; music, morality, Christianity, 
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"Germanism," suffer similar opposite treatment. On the one 
hand he calls Christianity "the one immortal blot of shame 
upon the escutcheon of humanity," though he elsewhere ex-
cuses himself for having quarreled excessively with Chris-
tianity on the grounds that "it represented the finest 
ideal he had ever known." This "Anti-Christ" Mann points 
out, gave to his autobiography the most Christian of all 
titles, Ecce Homo. "And last scraps of paper he wrote in 
his madness were signed, "The Crucified One." ' 
Nietzsche's real interest was in theology and music, 
but he decided to specialize in classical philology, an 
interesting piece of information in light of the fields of 
study of Adrian and Serenus in the novel: Adrian is 
fascinated by "mystic numbers," by logic and mathematics, 
but settles on the study of theology only to change his 
field once more and turn to music almost as a subterfuge, 
to throw people off the track. He was still religious, and 
his musical theory was a mathematical, almost a numerologi-
cal, one. It is Serenus who is the philogist, philology 
being a branch of history, as Mann notes, so it is fitting 
that the historian relate the biography and fuse it with 
the Faust myth and the history of his own time. 
The role of music for Nietzsche, as Mann saw it, be-
comes clear here also: the central relation between art 
and culture, the need to find a new "barbarism" (a term 
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this musical identification though neither Marlow nor 
Goethe chose to exploit it. It is typical of the return 
to the most primitive origins of the Faust material that 
Mann adverts to music, though the original Faust was not 
a musician: Music signalled the presence of the demonic 
even in the earliest literary accounts of Faust. 
In the German History. Faust's initial success at 
conjuring the devil is heralded by fierce winds, light-
ning, thunderous noise, and then by the appearance of 
light in the midst of the forest, and the sound of "many 
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sweet instruments, music and song." In the English 
Faust Book of 1592, Faust hears, on the occasion of 
Mephostophiles' coming for a copy of the pact written in 
blood, "all manner Instruments of musick, as Organs, 
Clarigolds, Lutes, Viols, Citerns, Waights, Hornepipes, 
Fluites, Anomes, Harpes, and all maner of other Instru-
ments, the which so rauished his minde, that hee thought 
20 hee had been in another world." The effect of these 
pleasing sounds is to confirm his decision to swear loyalty 
to the devil and to forget God. In the English Faust Book. 
too, music accompanies the first successful conjuring of 
the devil (as in the German History)• and Faust is greeted 
21 in hell with "all manner of musicke to welcome him." 
Just as Mann's Faust figure, Adrian, is identified 
with Christ, there is also a strong likeness to Orpheus, 
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a likeness emphasized by Adrian's extraordinary musical 
talent. Music plays a small part in Goethe's Faust, but 
it is Mephostophiles who sings and plays the zither* in 
Faust I. Scene XIX, he sings a ballad, a warning moral 
song for Margaret, "the sooner afterward to cheat her," 
and Valentine breaks the zither and strikes Mephostophiles 
with words of remarkable insight: "To the Devil, first, 
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the instrument!/ To the Devil, then, the curst musician!" 
But Faust himself has no real relation to music. 
But in Mann's Doctor Faustus a complex web of related 
themes links Faust to Orpheus. Initially there is Adrian's 
musical talent, his learning polyphony from Hanne, the 
stable-girl (whose later counter-part was named "Waltpurgis," 
as I have already noted), his living in Uncle Leverkuhn's 
house among a vast array of musical instruments, some of 
them archaic in form; his early exposure to the lectures 
on music of the stuttering organist, Kretschmar. This early 
environment of music, archaic instruments, and tortured 
Gothic musical theory, is Mann's way, I believe, of 
associating Adrian's early development with the first 
demonic musical threads of the old Faust Books. 
Orpheus is specifically associated with Adrian after 
the death of Echo, in Chapter XLVI, when Zeitblom describes 
the fall of Germany at the end of World War II, and the 
composition of Adrian's final masterpiece. "The Lamentation 
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of Doctor Faustus." Paradox marks this composition as it 
had marked the earlier apocalyptic oratorio in which 
Serenus observed the "substantial unity of the most blest 
with the most accurst, the inner unity of the chorus of 
child angels and the hellish laughter of the damned" 
(p. 486). In the Faust composition, absolute mathematical 
rigor permits pure expressiveness. In Zeitblom*s explica-
tion of this paradox, there is a markedly deliberate re-
currence of the word "echo" which, coming as it does in 
the chapter immediately following that which details the 
death of the child Echo, must have significance; 
Here marshalled and employed are all the means 
of expression of that emancipatory epoch of 
which I have already mentioned the echo-effect— 
especially suitable for a work wholly based on 
the variation principle, and thus to some ex-
tent static, in which every transformation is 
itself already the echo of the previous one. 
It does not lack echo-like continuations, the 
further repetition of the closing phrase of a 
theme in higher pitch. There are faint remi-
niscences of Orphic lamentation, which make 
Orpheus and Faust brothers as invokers of the 
world of shades: as in that episode where Faust 
summons Helen, who is to bear him a son (p. 488). 
(Italics mine.) 
So Mann makes explicit the relation of Faust and Orpheus, 
not as musicians but as "invokers of the world of shades": 
as Orpheus invokes Eurydice, so Faust invokes Helen, though 
neither shade is finally restored to permanent life among 
the living. 
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There is still another suggestion of the Orpheus myth 
in the description of the conclusion of the "Lamentation of 
Doctor Faustus": though no ray of hope comes through the 
entire composition, at the very end there is one long 
sustained note, the high G of a cello, reminiscent of the 
singing of the severed head of Orpheus after he was torn 
apart. Serenus speaks of a hope beyond hopelessness, the 
transcendence of despair, and he sees this hope in the 
lingering sound of the final tone after all other sound 
has ceased* 
For listen to the end, listen with me* one group 
of instruments after another retires, and what 
remains, as the work fades on the air, is the 
high G of a cello, the last word, the last faint-
ing sound, slowly dying in a pianissime-
fermata. Then nothing more* silence, and 
night. But that tone which vibrates in the 
silence, which is no longer there, to which 
only the spirit hearkens, and which was the 
voice of mourning, is so no more. It changes 
its meaning; it abides as a light in the night 
(p. 491). 
Mann wishes to suggest, I think, a ray of hope at the end of 
the novel as a whole, and the closing notes of the last of 
Adrian's musical compositions, convey that ray of hope to 
the reader in large part because they evoke the singing 
head of the ancient god Orpheus. 
This final optimism is important for the novel. It is 
bound up with the outcome of the war for Germany—the 
reference to Orpheus above occurs in the same chapter with 
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the fall of the Third Reich—and bound up also with the 
problem of modern art in general for which Mann uses 
Adrian's dilemna as one case. But there are other thematic 
resonances which gain from the evocation of Orpheus as well. 
I pointed out earlier the connection made by Fraser 
between the Osiris myth and the myth of Orpheus. Having 
just completed the Joseph novels when he began work on 
Faustus, Mann had just been steeped in Egyptian mythology, 
and it was to The Holy Sinner the incest story inspired by 
a tale in the Gesta Romanorum. that he turned when the 
long Faust novel was completed. The homosexuality sug-
gested in Mann's novel is squarely rooted in the earliest 
Faust stories with their "infamous sodomite" fleeing the 
city when his "lewdnesses with the boys" had been found 
out. But the incest motif seems to me connected in Mann's 
imagination with the brother and sister-husband and wife 
relationship of Isis and Osiris in Egyptian mythology. 
The Prometheus Theme in Doctor Faustus 
If the Orpheus theme carries the musical resolution of 
Mann's novel, especially as the final composition of Adrian 
is made to deal with the expression of hope, it is the 
Prometheus theme which conveys the alchemical and technologi-
cal problem so near to the heart of Doctor Faustus. Since 
alchemy and technology have to do with music in the novel, 
it goes without saying that the Orpheus and Prometheus 
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themes are intimately intertwined. 
Prometheus inaugurates a breakthrough in technology 
which dwarfs by comparison the electronic revolution de-
scribed by McLuhan and resembles more nearly the condensed 
transformation envisioned in the Arthur Clarke-Stanley 
Kubrick Space Odyssey: 2001. This movie contains a cut 
from an ape who is in the exultant act of throwing a thigh 
bone high in the air after having used it for the first 
time successfully as a tool and a weapon, to a space ship 
gliding silently through star-studded immensities. Fire 
is only a synecdoche for the gifts of Prometheus to man* 
intelligence, reason, speech, all arts. These gifts raise 
man from a completely bestial existence to a fully human 
one. 
As I pointed out in the first chapter, the Prometheus 
myth deals with the radical transformation of man's rela-
tion to his environment, both with respect to his ability 
to control and to perceive that environment, and with re-
spect to his ability to perceive himself. In Man Into Wolf. 
Gerhardt Eisler suggests that the myth of the Fall and the 
banishment from the garden in Genesis, which is so closely 
related to the Pandora aftermath of Prometheus' gift, 
telescopes the transition from simple food gathering tech-
nology to soil cultivation, herding and hunting with con-
comitant changes in diet including that from vegetarian 
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to carnivorous patterns. * The Faust theme stresses the 
dire consequence to the person entering into the pact with 
the devil to gain special knowledge about the physical 
universe; the Prometheus theme adds the dire consequence 
of that knowledge for the person's relation with his en-
vironment. 
For this reason it is the Prometheus aspect of the 
Faust myth, what we might call its alchemical side, which 
comes to the fore in such recent versions as the 1971 
musical Faust Counter Faust referred to above, where the 
possibility of nuclear catastrophe and the ecological 
crisis are principal concerns. In this "mad' scientist's 
Faust," a contemporary John Faust finds himself incarcerated 
in an insane asylum together with all the characters from 
previous "Fausts," where he holds a conversation with 
Oppenheimer. The reincarnated Faust tries to prove that 
all earlier versions of the story are diabolical tricks 
intended to obscure the real harm in the pact. Faust traded 
his soul, according to the hero, "not for love or youth, but 
for the unchecked power of knowledge which has resulted in 
the dehumanizing menace of technology and the pollution of 
the environment." Oppenheimer tells Faust, "It is you and 
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not I who are the father of the atom bomb." 
In The Magic Mountain which I regard as Mann* s First World 
War Faust novel, there is an ironic technological motif which 
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has both Promethean and Faustian overtones. In a comic-
ironic parallel to the invocation through Mephostophilean 
power of ancient figures like Helen, the Cyclops, and 
others, Hans Castorp takes to the cinema a young girl 
dying of tuberculosis in order to amuse and distract her 
from approaching death. The "magical" images of the movie 
screen are seen as a kind of conjuring up of phantasies. 
The judgments of Minos and Rhadamanthus in Dante are 
parodied in the decisions of the two physicians (who are 
called by the names of the two judges in the underworld 
in the mocking discourse of Settembrini). Instead of 
using oracles, these doctors pronounce judgment on the 
patients, condemning them to different "circles" and dif-
ferent terms of punishment, by means of the thermometer and 
the oracular X-Ray machine. In place of ring or rose, the 
lovers in The Magic Mountain exchange for a talisman their 
X-Ray photos, and Hans wears a miniature of Claudia's over 
his heart. 
In Doctor Faustus the Promethean element appears slight 
at first glance because Adrian is shy, solitary, a composer, 
and because the other strains of the archetype initially 
overshadow the Promethean associations. I take the Prom-
ethean element in the novel to center around Adrian's fusion 
of theology, mathematics, and music, and his desire, by 
aesthetic means, to create a "breakthrough." This 
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breakthrough has a dual level in the novel, aesthetic and 
political at the same time. Adrian takes on himself the 
risk of endless punishment in order to create through his 
music an aesthetic breakthrough which will effect a 
psychological and spiritual breakthrough of Germany out 
of its isolation into touch and empathy with the rest of 
the world. The method he employs is mathematical or, 
more exactly, numerological and occult. Human art alone 
cannot arrive at the breakthrough: only demonic inspira-
tion is sufficient to achieve it. 
Adrian sets himself the task of lifting Germany and 
art up to a higher level of consciousness. For this pur-
pose he steals fire, not from the Olympian smithy, but, 
since Mann is using the Faust legend, from the fires of 
hell. He uses a tradition in which the "opposition 
figure," as Carry van Bruggen says, is not a titanic hero 
but a discredited "fallen angel." The Mephostophiles of 
Doctor Faustus appears to Adrian garbed in motley, a fool 
or clown. 
In many places where the "breakthrough" is mentioned 
in the novel, it is in a context which suggests the- same 
kind of alchemical heightening as Mann spoke of in his re-
flections on The Magic Mountain. Hans Castorp, he ob-
serves, was to be a simple-minded hero whose talents under-
go a transformation, a heightening, under the influence of 
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fever and environment of the Sanitorium. Under these in-
fluences Hans became capable of an intensity of thought 
and feeling far above his ordinary capacity. Mann speaks 
of that "alchemical keying up" in which had consisted the 
actual adventure of young Hans. J 
Similarly, in Doctor Faustus. the "breakthrough" for 
music and for Germany is conceived by Mann as alchemical. 
Its instrument is demonic but at the same time it is 
disease: through "mystic numbers" Adrian transforms music 
back again into expressiveness at the same time that, and 
in some strange way because, the organisms of syphillis 
are transforming his brain. The most extensive statement 
of this double alchemy occurs in the long conversation be-
tween Adrian and the devil in Chapter XXV. Here, in a 
long sequence on the stalemate of modern art and the need 
for demonic intervention to break out of art's sterility, 
the devil tells Adrian of the special preference evinced 
by certain "metaspirochaetese" for the brain, "the meninges, 
the dura mater, the pia" (p. 233). 
Mann shared with Liebiz an almost superstitious at-
titude toward music—music as magic formula, as "the 
mysterious counting of the numbers," and this view he at-
tributes to Adrian in the novel. Had he presented his 
Faust as a military man, a physicist or an architect, the 
Promethean-alchemist aspect of the story would have been 
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more readily apparent, but the sympathy of the reader for 
the hero would have been harder to gain since such a 
protagonist would necessarily have played a more active 
role in the political life of Germany. The reclusive 
artist plays no direct role in the Nazi barbarism, yet 
Mann obviously wishes Adrian to represent that side of 
Germany which had "overreached" itself and plunged toward 
destruction, as he wishes Serenus to represent the other 
side, cultured, intellectual, which stood by, impotent, 
mesmerized by the sheer daring and brute force of the 
Nazis. 
The alchemy of Adrian's music is a quite cogent meta-
phor: he removes the restrictions of all human forms, 
leaving the notes open to forms imposed from the "other 
world," rather as the medium in automatic writing empties 
his mind of his own thoughts in order to be receptive to 
26 thoughts from the spirit world. Mathematical systems, 
series of letters (like the letters forming a name), might 
form the basis for an entire composition. Adrian referred 
to music as "energy in itself, yet not as idea, rather in 
its actuality . . . that is almost the definition of God" 
(p. 78). 
Adrian uses an alchemical metaphor when he writes to 
his musical mentor, Kretschmar, to communicate his decision 
to change his major field from theology to music. "Wonderful! 
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Ye will initiate me, friend Albertus Magnus, into the 
mysteries of theory and certes I feel, I know beforehand 
. . . I shall be no backward adeptus. . . . I will refine 
on the Prima materia, in that I add to it the magisterium 
and with spirit and fire drive the matter through many 
limbecs and retorts for the refining thereof. What a 
glorious mystery! I know none higher, deeper, better; 
none more thrilling, or occult" (p. 132). 
Adrian composes always with the magic square displayed 
above the piano, and the "Haetera Esmeralda" musical figure 
is a corresponding musical magic square which rules out 
any free note, creating what Mann calls a "strict style." 
Serenus says, "He developed for me . . . his idea of the 
'strict style,' derived from the way in which . . . melody 
and harmony are determined by the permutation of a funda-
mental five-note motif, the symbolic letters h, e, a, e, 
e-flat. He showed me the 'magic square' of a style of 
technique which yet developed the extreme of variety out 
of identical material and in which there is no longer any-
thing unthematic, anything that could not prove itself to 
be a variation of an ever constant element** (p. 486). This 
musical 'magic square' is taken from vowels in the name 
Adrian has given to the prostitute from whom he contracted 
syphillis. The Haetera Esmeralda is a species of butterfly 
studied by Adrian's father, the "speculator of the elements," 
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Jonathan Leverkuhn. Like Goethe's Faust whose father had 
been an alchemist, Adrian's father studies the phenomena 
of nature, fascinated by chemistry and biology, trying to 
unravel the "hieroglyphs" on the shells of sea creatures, 
almost weeping over the pathetic reaching-toward-the-light 
of strange osmotic growths of chemicals in chrystalline 
culture. Jonathan Leverkuhn studies conical snails which 
had belonged in the Middle Ages to "the standing inventory 
of the witches' kitchen and alchemist's vault," and which 
had been used in those days, Mann continues, as vessels 
for poisons and love potions, and as reliquaries for the 
Eucharist (p. 16). 
This early passage establishes a connection between 
the theme of the butterfly and the little sea maiden: the 
name of a particularly beautiful butterfly, invisible ex-
cept for the dark veins in the delicate glassy wings, is 
given later to that agent of demonic powers, the prostitute. 
And the pitiful osmotic crystal formations ("phallic 
polyp-stalks, little trees, algae, half-formed limbs" which 
so yearn after warmth and joy that "they cling to the pane 
of glass facing toward the sun,") sound the leitmotif that 
is followed by the theme of the little mermaid from Ander-
son's fairy tale, who longs for a human form and a human 
soul. I believe this theme is related to Adrian's central 
desire for breakthrough: as the mermaid longs upward for 
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a soul in order to achieve an existence on a higher plane 
than her own, so Adrian must long backward, away from the 
present, downward toward a barbarism from the dark ages. 
In his long conversation with the devil in Chapter XXV, 
a direct connection is made with Adrian's music and the 
osmotic gardens. Commenting upon the devil's plans for 
his musical creations, Adrian says, "An annunciation, in 
fact, I am to grow osmotic growths." The devil answers 
in the affirmative, saying that Adrian's music will come 
out of the "morbid genius, made genius by disease," and 
assuring him that "on your madness they will feed in 
health, and in them you will become healthy. . . . 
Not only will you break through the paralysing difficulties 
of the time—you will break through time itself, by which 
I mean the cultural epoch and its cult, and dare to be 
barbaric, twice barbaric indeed, because of coming after 
the humane" (pp. 242-243). 
Like the little mermaid, Adrian suffers terrible pains. 
Hers are the knife-like consequence of assuming human form, 
his the terrible pain of operating as a "medium," his head 
the workshop of demonic bacteria, his music dictated to him 
by devils, his art osmotic chemical growths in his soul. 
"Echo" is the name Mann gives to the exquisite child of whom 
Adrian imagines he is the father, the little mermaid mother. 
For reasons explained in the Orpheus section of the present 
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chapter, I think "Echo" is meant to be identified with the 
long high note at the end of "The Lamentation of Doctor 
Faustus," a musical echo which expresses what is meant by 
the relationship between Adrian and the mermaid analogous 
to the role of Euphorion in Goethe's Faust II. As Euphorion 
suggests the possibility of an ideal in the wedding of 
classicism and romanticism, so Echo suggests the fleeting 
possibility of absolute beauty in the breakthrough where 
modern art crosses with barbarism producing a new expres-
siveness. "Echo" is a human embodiment of that hope which 
is the hope beyond hope pointed to by the last long high 
note which lingers after the other musical voices of the 
"Lamentation" are silent. 
Another alchemical theme introduced in the early pas-
sage with Jonathan Leverkuhn's experiments is directly con-
cerned with music in its geometric aspect, and provides a 
forerunner of the magic square which always hung above 
Adrian's piano. Jonathan demonstrated for the boys an ex-
periment in which a heap of fine sand on a plate forms it-
self into precise geometric designs at the vibration of 
various violin notes. Mann refers here to the acoustical 
experiments of Chladni demonstrating the relationship be-
tween music and mathematical forms. In a recent book deal-
ing with science and the occult, John Michell suggests that 
this relationship was widely known in Europe in the 
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fifteenth and sixteenth centuries. After describing the 
same experiment as the one Jonathan demonstrated to Adrian 
and Serenus above, Michell asserts that not only music and 
geometry, but every art and science are so related. 
"Much of what we still know about the magical science 
of antiquity," Michell observes, "has survived due to the 
interest shown by the Italian Renaissance architects in 
Vitruvius, the Pythagoreans and the ancient schools of 
harmony and proportion. Churches and many secular build-
ings of the fifteenth and sixteenth centuries were planned 
according to the magic numbers and musical intervals of 
Pythagoras by architects such as Alberti, Trissino and 
Palladio. Giorgi's church at Venice, built in 1534, is 
a notable example of the application of the musical scale 
27 to an architectural scheme." ' The architect Alberti 
stated, according to Michell, that "the numbers by means 
of which the agreement of sounds affects our ears with de-
light, are the very same which please our eyes and our 
minds." 
When Mann places the formative years of his Faust 
figure in Kaisaraschern, he is placing him among the gothic 
cathedrals many of which dated from the fourteenth and 
fifteenth centuries and which, perhaps, were built as 
visible expressions in stone of musical harmonies which, 
in turn, could be reduced to magic squares. 
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and the other world, with the supernatural, the world that 
in The Magic Mountain is called "questionable." 9 
Hans Castorp is the hero of an initiation story. He 
goes to the magic mountain not to make a pact with the 
devil, but to heighten his awareness of good and evil in 
order that he may make a positive choice for good, for 
health against disease, for human life against death. 
There is very early in the novel an assertion by the 
"guide figure," Settembrini, that the Sanitorium is in 
fact the underworld, that Hans suffered from an illusion 
in thinking that he was ascending through the Alps to get 
there. Like Dante, Hans is sometimes mistaken for one 
of the dead, though he has presumably come up only to visit 
his cousin Joachim: "Zounds! You don't say? Then you are 
not one of us? You are well, you are but a guest here, 
like Odysseus in the kingdom of the shades? You are bold 
indeed, thus to descend into these depths peopled by the 
vacant and idle dead."3 The chief physician is jokingly 
called "Minos" by Settembrini, and perhaps the most strik-
ing moment of illumination given to Hans in his Alpine 
underworld comes in the X-Ray room when "Minas (the physi-
cian, Hofrat Behrens) allows him to look through the 
fluoroscope at the chest of his cousin, Joachim. Just as 
Odysseus learns from Teiresias and Aeneas learns from 
Anchises, so Hans learns through Mines-Behrens by means 
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of his weirdly magic X-Ray machine, in a darkened room, 
red light flashing, the odor of sulphur in the air, much 
that is important for his future. Odysseus is forewarned 
of the coming struggles and is told what he must do to be 
reconciled with Poseiden, that inland journey, sacrifice, 
and finally death. Aeneas learns of future hardships, 
battles, and ultimate success in founding Rome. Hans re-
members, seeing his cousin's skeleton, that one of his 
great aunts had the uncanny gift of a visual apparition 
of a relative who was about to die. Identifying himself 
with this foresight, Hans knows that Joachim will soon die. 
Though he only learns it much later, this episode also 
foreshadows his own final destiny: he will take the place 
of this soldier cousin, Joachim, leaving the Sanitorium to 
join the German Army when he is awakened from his seven 
year sleep on the Magic Mountain by the thunder of the First 
World War. Like Dante, Hans dreads the loss of Joachim, 
knowing that he could easily lose forever his inclination 
or ability to find his way back to the "flatland" should 
his Virgil, Joachim, desert him. 
The Magic Mountain, then, is not primarily a Faust 
story but an account of a descent into the underworld more 
akin to Odysseus-Aeneas-Dante types, in which the hero un-
dergoes a crossing of the threshold into the other world 
to be enlightened regarding his destiny, and recrosses the 
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threshold to return to the everyday world of commitment and 
strife with heightened purpose. Hans also parallels 
Orpheus in that he follows a loved one to the realm of 
death and returns to the world of the living alone. 
Though the protagonist of Doctor Faustus is modeled 
primarily on the Faust legend with strong overtones of 
Christ, Orpheus, and Prometheus, there is in the character 
of the narrator, Serenus Zeitblom, a sustained counter-
theme which might be akin to Odysseus-Aeneas-Dante heroes. 
Serenus declares from the outset his distaste for the 
demonic; he descends, nevertheless, vicariously out of 
compassion for his friend, re-emerging from the darkness 
at the novel's end to warn others and to sound a note of 
hope for Germany and for art just as the defeat of Hitler's 
armies is announced. 
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CHAPTER IV 
CONCLUSION 
It has been the purpose of this study to consider the 
Faust legend in relation to the other myths of descent into 
the underworld, and to consider in the light of this rela-
tionship the major Faust novel of recent times. I believe 
this study demonstrates that the Faust theme is so much 
the modern form of the descent into hell myth that it has, 
at least in Mann's great novel, assimilated to itself many 
of the motifs and ideas of the older descent stories. 
Mann's protagonist has strong overtones of Orpheus, of 
Christ, of Prometheus, and, to a lesser degree, overtones 
also of Odysseus, Aeneas, and Dante. 
H. G, Haile points out the cyclic nature of the Faust 
theme* "If Mann himself succeeded in refuting the greatest 
literary work of Beethoven's day, Goethe's optimistic Faust, 
then the treatment of the Faust figure has in our times run 
its full cycle, and the pessimistic statement of the six-
teenth century Faust Book may indeed be the one we prefer 
to accept today." While I would agree that Mann's Doctor 
Faustus returns to the original Faust Book for its somber 
tone, its theology, and even, to a surprising degree, for 
its language, it is a return with a difference. Having 
assimilated the insights of psychoanalysis, Mann presents 
the archaic Faust experience in a way that conveys at once 
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historical realism with its objectivity and psychological 
realism with its subjectivity. So far as I know Mann does 
not mention having read the brilliant study On the Night-
2 
mare by Ernest Jones, yet his essay on Freud and the novel 
itself demonstrate an awareness of the psychopathology im-
plicit in the demonology of incubus and succubus, posses-
sion and pacts. 
Psychoanalytic influence has altered the emphasis also 
in the treatment of the Orpheus myth in contemporary French 
literature, as Eva Kushner points out in the conclusion to 
her study of this subject.3 This change has consisted in a 
turning away from the idealistic attitudes of Romantic and 
Symbolist authors toward increasingly demonic views of the 
myth. "La guerre de 1914 met fin a l'ere des interpreta-
tions idealistes. Tout au plus Orphee continue t-il a 
represSnter l'idfial dans le domaine esthetique, en poisie 
et en musique. A partir du moment ou 1'influence de Freud 
pe"n8tre en France, 1'attention des ecrivants se detourne 
d'Orphe'e pour se tourner de plus en plus vers Erydice. Le 
mythe assume une signification de plus en plus sombre, de 
plus en plus 'infernale'j la descente aux enfers—enfers 
de la souffrance, du souvenir, de l'inconscient—devient 
le theme central. Orphee s'y enlise, sans trouver le 
k 
bonheur dans ce monde ou dans 1'autre." 
Kushner's findings regarding the Orpheus myth support 
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the idea that the Faust myth is the primary form of the 
descent into hell archetype* the Orpheus myth becomes 
increasingly "la descente aux enfers," more "infernale," 
as though by a magnetic attraction toward Faust, its em-
phasis on the person who has been called into some fateful 
relation with the world of death. She speaks of the 
Orpheus theme becoming a myth of solitude, yet its heroes 
reveal an immense desire for presence in the world, for 
participation in the sufferings of others. "The modern 
Orpheus bears in himself the suffering of the multitude, 
as did the ancient Orpheus."^ 
Thomas Mann makes very conscious use of mythic themes, 
and he is generous about communicating his intentions in 
this regard. From a consideration of the novel, Doctor 
Faustus, in the light of Mann's own comments and in the 
light of the descent myths which seem to me structurally 
present in the book, I have concluded that my position re-
garding theoretical considerations must lie closer to the 
Robert Graves end of the spectrum than to that of Carl 
Jung. Though this distinction is only one of emphasis and 
may only be useful in theory (since the differences in the 
actual practice of myth study between Graves and Jung would 
be extremely hard to characterize with any consistency), 
still in theory there is a large difference. 
In a review of the Jung and Kerenyi Essays on a 
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Science of Mythology. Graves claims 'that myth is a kind 
of short-hand of politico-religious history, and therefore 
insists that "a science of mythology, then, should begin 
with a study of archaeology, history, and comparative 
religion, not in the psychotherapist's consulting room."' 
Graves uses as a contemporary case in point a political 
cartoon which is perfectly intelligible to the reader in 
the present but which might well appear mysterious to some 
scholar looking at it out of context in a thousand years. 
Greek mythographers too used such cartoon shorthand, 
Graves says, and we need to put together the historical 
context in order to decipher them. 
The origins of the Faust myth lie close enough to our 
own times to make possible at least the beginnings of an 
interpretation; clearly we would be handicapped indeed if 
we knew nothing of the Reformation or the witch-persecution 
in efforts to understand Faust. The early anonymous authors 
of the Faust books were obviously quite conscious of borrow-
ings and in some cases of outright plagiarism from older 
magician stories, though they may well have been'.completely 
'Si ' 
unaware of the deepest psychological sources of the whole 
descent into hell concept. 
It is this unconscious element in the myth that Jung 
stresses, sometimes in an extreme form as in the example 
quoted and ridiculed by Graves* "The methodological 
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principles in accordance with which psychology" ,/and here 
Graves inserts parenthetically, "he means his own school 
of psychology^, "treats the products of the unconscious 
is this* 'Contents of an archetypal character are 
manifestations of processes in the collective unconscious. 
Hence they do not refer to anything that is, or has been, 
conscious, but to something essentially unconscious. In 
the last analysis, therefore, it is impossible to say what 
they refer to. . . . There is no longer any question of 
whether a myth refers to the sun or the moon, the father 
or the mother, sexuality or fire or water. All we can do 
is to circumscribe and give an approximate description of 
o 
an unconscious core of meaning." In fairness to Jung, 
it should be said that he does not deny here that myth has 
referents in the real world: he is making a statement 
about the limits and the emphasis of myth study. 
However, I must agree with Graves that it is incon-
sistent to speak of a "science" when it is impossible to 
say to what the object of the science refers. In fact 
(and Jung in practice is not inconsistent with this view), 
the artist makes conscious for his community the latent 
content of shared subliminal awareness, and the critic 
makes explicit the themes and relationships in the arte-
fact, for the artist and the community alike. The concrete 
events of their own history provide the stuff out of which 
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mythic images are made as well as the milieu in which he 
perceives himself. As a man sees himself and his his-
torical situation defined by myth, accordingly he acts. 
"We make our myths," to paraphrase McLuhan, "and there-
after our myths make us." 
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FOOTNOTES 
Op. cit., p. 15. • 
2(New York: Liveright, 1951). Chapter III of Jones' 
book is titled "Incubus and Incubation." 
3Le mythe d'0rph6e dans la littirature Francaise con-
tsmjorfline. 
^Ibid.. pp. 347-8. 
5Ibid., p. 348. 
6
"Jungian Mythology," Hudson Review. Vol. 5. 1952-3. 
pp. 245-257. 
7Ibid., p. 251. 
Q 
Ibid.. p. 250, where Graves quotes from the book he 
i s revi ewing, Jung's Essays Toward a Science of Mythology. 
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